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Abstract 
 
In 1812 The Brothers Jacob and Wilhelm Grimm published a recorded folklore narrative 
of a young princess named Snow White and her evil stepmother, the queen. Through the 
decades and centuries that followed this first introduction the character of the Evil Queen 
has been portrayed and presented in a plethora of narrative structures and media. This 
paper has sought to analyse the characterization and transformation of Snow White’s Evil 
Queen as she has been depicted from traditional folklore narrative through to 
contemporary television storytelling.  
 
Following an in-depth literature review that sought to establish the origin of folklore, the 
first presentations of the Evil Queen character, a motif of the character, and the fan’s 
perception of the character in contemporary form, the findings of the paper were 
established through a detailed content analysis of character.  
 
A qualitative phenomenological approach and a descriptive coding system was used to 
analyse and establish a motif of the character. A similar phenomenological approach was 
utilized to establish the fan’s change of perception of the character in the television series 
Once Upon A Time.  
 
Furthermore, an analysis was conducted on the character, as presented by the Brothers 
Grimm and Walt Disney’s 1937 Snow White and the Seven Dwarfs, by applying Steven 
Swann Jones’ new comparative method. In addition, the contemporary version of the 
character, as presented in the television series Once Upon A Time, was analysed by the 
application of Vladimir Propp’s character theory known as dramatis personae.  
 
The research found that while Propp’s character types and functions were created in the 
late 1920s it can still be applied to a contemporary character and narrative with some 
adaptation. In its transformation to the contemporary version the Evil Queen was 
revealed as a far more complex character than her 1937 Disney film counterpart. The 
noted complexity of the character is what has allowed for the application of nearly all of 
Propp’s functions to a singular character.  Moreover, while Propp’s character types of 
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villain and hero are customarily to be ascribed to two different characters it is feasible, in 
Once Upon A Time’s Evil Queen character, to apply and identify that the hero and the 
villain type can be found in one character.  
 
It is evident that the modes of storytelling have evolved and changed significantly 
through time since Propp introduced character theory. However, the contemporary fairy 
tale character and narrative has not yet completely redefined his theory. Instead it has 
restructured and modernized the theory and made it more relevant to the 21st century 
method of television storytelling.  
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CHAPTER 1 – INTRODUCTION 
 
‘Once upon a time’ is a phrase that is characteristically recognisable to various readers 
and one that arguably conjures the distinctive image of princesses and knights, heroes and 
villains. Generally, during some point of a child’s upbringing, he or she is exposed to 
something that we refer to in contemporary media as a ‘fairy tale’. Several of Walt 
Disney’s fairy tale films, from Snow White and the Seven Dwarfs (Cottrell, W et al, 1937) 
to Cinderella (Geronimi et al., 1950), start off with the abovementioned words. However, 
these narratives were not always known as fairy tales. Instead, they were oral folklores 
told and recorded long before the term ‘fairy tale’ was ever invented.  
Albert Einstein purportedly said “if you want your children to be intelligent, read them 
fairy tales. If you want them to be more intelligent, read them more fairy tales” (Winick, 
2013). However, it seems that this quote, supposedly attributed to the esteemed scientist, 
is in and of itself, folklore. The definition of folklore is in part credited to the belief that it 
originates from oral tradition. Dan Ben-Amos (1971) outlines that “in order for an item to 
qualify as folklore, the prime prerequisite is that it ha[s] been in oral circulation and 
passed from one person to another without the aid of any written texts.” The definition of 
a fairy tale is suggested by the Merriam-Webster’s Learner’s Dictionary as “a story (as 
for children) involving fantastic[al] forces and beings (as fairies, wizards, and goblins).” 
In relation to Einstein’s alleged quote, Winick (2013) argues that “[b]ecause of the 
quotation’s popularity, and because of its association with folklore, members of the AFC 
[American Folklife Center] staff have been asked more than once about whether Einstein 
really said this.  Our analysis suggests that the story is itself folklore.”  
Whether they are known as oral tradition, stories, folklores or fairy tales, these creations 
or narrative expressions of fictional and sometimes fantastical creatures and characters 
have formed a distinctive part of adolescent impression in certain areas of the world for 
centuries. Child psychologist and writer Bruno Bettelheim notes, in his 1976 book The 
Uses of Enchantment, his dissatisfaction with the literature meant to be utilised for the 
development of a “child’s mind and personality” (Bettelheim, 1976). He asserts that 
nothing can be as informative to the child or adult as the folk fairy tale:  
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True, on an overt level fairy tales teach little about the specific conditions of life 
in modern mass society; these tales were created long before it came into being. 
But more can be learned from them about the inner problems of human beings, 
and of the right solutions to their predicaments in any society, than from any 
other type of story within a child’s comprehension (Bettelheim, 1976). 
This is evidenced in the narrative composition of Walt Disney’s Snow White and the 
Seven Dwarfs (Cotrell, et al, 1937). This folklore, or narrative, was first recorded by 
Jacob and Wilhelm Grimm in their 1812 collection of traditional German oral narratives 
Kinder- und Hausmärchen which translates to Children’s and Household Tales as 
presented in Jack Zipes’ 2014 book The Original Folk and Fairy Tales of the Brothers 
Grimm: The Complete First Edition (Zipes, 2014). More than a century later, in 1937, 
The Walt Disney Company, founded by American film producer Walt Disney, adapted 
the narrative to depict a variation of the original purpose or intention of the traditional 
folklore and released Snow White and the Seven Dwarfs (Cottrell, et al, 1937). More 
contemporary illustrations of this narrative were adapted and released under the authority 
of the American Broadcasting Company (ABC). The company (ABC), which falls under 
the Disney conglomerate, further developed and re-envisioned the original folklore and 
subsequent adaptations into a fantasy fiction genre based television series, named Once 
Upon A Time (Horowitz, A. & Kitsis, E. 2011-2016), created by American producers 
Adam Horowitz and Edward Kitsis. This contemporary reimagining of the traditional 
fairy tale narratives, specifically the character of the Evil Queen will be juxtaposed and 
analysed against other purposely selected narratives. 
It has been suggested by Steven Swann Jones that the literary genre of fairy tales is “one 
of the most well-known, most loved, and most influential genres of literature” and that it 
not only dates back to the “Middle Ages or biblical times but to well before recorded 
history itself” (Swann Jones, 1995). Similarly, Bettelheim (1976) notes in his writings 
that even famed author Charles Dickens was enthralled by fairy tales. According to 
Bettelheim, Dickens stated that “Little Red Riding Hood was my first love. I felt that if I 
could have married Little Red Riding Hood, I should have known perfect bliss” (1976). 
This statement by Charles Dickens indicates that he, like untold millions of children all 
over the world, throughout the ages, were enchanted by fairy tales,” (Bettelheim, 1976).  
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It is the intention of this research to hypothesise that these tales of heroic escapades and 
the overcoming of adversity have been blurred by the introduction of misperceived fairy 
tales, due to their dissemination through folklore and the oral tradition. Whilst these tales, 
characters and narratives have become well known in contemporary culture, they did not 
always resemble the ‘happily-ever-after’ tales they have become. 
It will be argued that the Grimm Brother’s version of Little Snow White (1812), translated 
from the German Schneewittchen, is far more disturbing than the Disney adaptation. For 
example, in Grimm’s 1812 transcribed version, there is no mention of an ‘evil 
stepmother’ (Grimm, 1812). Rather, this character’s motif is suggested by the inclusion 
of the Evil Queen character, who is depicted as Snow White’s biological mother as is 
evidenced in the text:  
 
Soon afterward she had a little daughter that was as white as snow, as red as 
blood, and as black as ebony wood, and therefore they called her Little Snow-
White (Grimm, 1812). 
 
This conceptualisation of the character within the narrative was adapted for the 1857 
release of the Grimm Brother’s updated version of Children’s and Household Tales 
(1857), translated from the German Kinder und Hausmärchen,  in which Snow White’s 
mother dies after giving birth (Grimm, 1857).  It may therefore be argued that, after this 
crucial point in the narrative discourse, the introduction of a stepmother may be 
interpreted as the inclusion of an Evil Queen, as evidenced by this character’s 
introduction in Once Upon A Time (Horowitz, A. & Kitsis, E. 2011-2016). In the 
narrative of the television series, Snow White’s stepmother becomes the Evil Queen as 
the plot and discourse progress.   
 
From the original folklore, which stemmed from oral tradition, the narrative was further 
adapted, changed and altered. In this research paper it will be illustrated and explored 
how the character evolved from that point onwards. The motif and character development 
of the Evil Queen character will then be analysed and scrutinized with the intent to 
showcase the transformation of both the narrative and character in question. 
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By the time Disney released its 1937 version of the Snow White story, it had undergone 
further changes and diverted from the original characters and narrative, to become a more 
simplistic and ‘family friendly’ version, as suggested by Enikö Stringham in his 2011 
article Disney and the Butchering of Snow White. He suggests that one of the motivating 
factors behind Disney’s decision to make the adaptation is that he, Disney, “wanted to 
make a film that would be fun and enjoyable for the family” (Stringham, 2011). In 
contrast to the Disney interpretation, the original comprehension of the narrative by the 
Grimm Brothers shows the Evil Queen as being overcome by her need to be “the fairest 
of them all” (Grimm, 1812). She orders a huntsman to stab Snow White to death and to 
return with her liver and lungs as proof that she is indeed dead (Grimm, 1812). The 
huntsman does not kill Snow White, but instead presents the Queen with the lungs and 
liver of a boar. The version presented by the Grimm Brothers paints quite a vividly 
macabre picture for the reader, as the Queen proceeds to cook, salt, and eat what she 
believes to be Snow White’s lungs and liver (Grimm, 1812). As this specific section of 
the narrative is adapted in Disney’s film, it may be argued that it represents a change 
made with the target audience in mind. The film is further adapted in other forms where 
the Queen orders the huntsman to bring her Snow White’s heart as proof that he has 
killed her. She places the heart, which is never shown on-screen, in a box (Cottrell, et al, 
1937). 
It may therefore be argued that it is these elements offered in the original Grimm’s text, 
still available in print form, which creates a vivid and grisly image in the mind of the 
reader. In contrast, Disney’s depiction of this particular point in the narrative does not 
suggest the same level of violence and distressing imagery. Through a close analysis of 
these and other adaptations it may be seen that the narrative, and more specifically the 
character, has been simplified and censored and detracts from the original folklore. Karen 
Klugman (1995) suggests that this “misinterpretation” or “diluted” version of the original 
narrative is known as “disneyfication”. Klugman gives the definition of “disneyfication” 
as “the application of simplified aesthetic, intellectual or moral standards to a thing that 
has the potential for more complex or thought-provoking expression” (Klugman, 1995). 
 
It may further be argued that the means by which contemporary fairy tales are consumed 
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have undergone significant changes through different media. In reference to its history 
and origin, folklore was spread across villages, communities and towns through oral 
means. Folklore scholar Jack Zipes, in his 2002 book The Brothers Grimm: From 
Enchanted Forests to the Modern World, maintains that “we do know that humans began 
telling tales as soon as they developed the capacity of speech. They may have even used 
sign language before speech originated to communicate vital information for adapting to 
their environment” (Zipes, 2002). Based on this information it is suggested that these 
folklores maintained their status through the means of the spoken word.  
 
The advent and development of the printing press in the mid fifteenth century elevated 
the possibility for stories to be recorded in a tangible manner, which in turn presented the 
ability of, firstly, preserving these tales and secondly, the ability to widen their 
geographical reach (Zipes, 2006). The mode and method of sharing and preserving these 
tales were transformed from what Zipes refers to above as an “oral means”, to a tangible 
recording through the advent of the printing press (reference). According to Mondschein 
(2011) it is the Brothers Grimm, Jacob and Wilhelm, who were considered to have been 
the first, recognised folklore scribes. He states that, 
 
[t]he Grimms were among the first to try to set such stories down in their 
supposedly “pure” form, given no false shine by literary varnish (Mondschein, 
2011).  
With due consideration, it may be plausible to argue that the character of the Evil Queen 
in the narrative of Snow White has therefore undergone significant transformation and 
has evolved through the transformation of the various forms of the narrative.  
In Disney’s 1937 film adaptation of Snow White and the Seven Dwarfs (Cottrell, W. et al, 
1937) the portrayal the Evil Queen plotting Snow White’s demise, as well as her own 
subsequent fall from grace, is noticeably softened in comparison to the Grimm’s version, 
as evidenced in the below extract from the original text: 
[I]ron slippers had already been put upon the fire, and they were brought in with 
tongs, and set before her. Then she was forced to put on the red-hot shoes, and 
dance until she dropped down dead (Grimm, 1812). 
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Contrarily, in Disney’s version of the narrative the Evil Queen is chased up a cliff by the 
dwarfs and woodland animals. She attempts to crush them with a boulder but lightning 
strikes the cliff and she falls over the edge (Cottrell et al, 1937).It may be argued that 
Disney’s version of the Evil Queen’s defeat is softened in the fact that it does not show a 
body nor does it essentially confirm that she is dead.  
The most recent contemporary version of the narrative identified for the purpose of this 
research paper is seen through the medium of television storytelling. This depiction of the 
Evil Queen character sees a further adaption of this characterisation and motif.  For this 
analysis, the television fantasy fiction series Once Upon A Time (Horowitz, A. & Kitsis, 
E. 2011-2016) depicts the Evil Queen as undergoing further transformation. This is 
evident in the Pilot (2011) episode of Season One, where the audience is introduced to 
the Evil Queen (Lana Parrilla). It may be argued that the pivotal scene is the one in which 
the Evil Queen makes her first appearance at Snow White (Ginnifer Goodwin) and Prince 
Charming’s (Josh Dallas) wedding, where she is shown to the audience as a tyrannical 
assailant determined to bring about the demise of the happy couple. At this stage of the 
narrative she still resembles the popularised fairy tale version of the character from Snow 
White and the Seven Dwarfs, although at this stage the character bares similarities to that 
of the Grimm’s iconography. It may be argued that her attire – dressed from head to toe 
in black, complete with a black headpiece and a billowing black cape with red accents, 
provides the audience a visual cue to her sinister and evil disposition. Oblivious to 
frightened gasps of the wedding guests, she proceeds to stride menacingly down the aisle 
to confront the happy couple where she vows to destroy their happiness. The character 
delivers her pledge with a speech: “Oh, I haven’t come here to ruin anything. On the 
contrary dear I’ve come to give you a gift.” (Pilot, 2011). Snow White responds by 
declining whatever the Evil Queen wants to give them. The Evil Queen is not deterred 
and answers:  
But you shall have it. My gift to you is this happy, happy day. For tomorrow my 
real work begins. You’ve made your vows now I make mine. Soon everything 
you love, everything all of you love will be taken from you forever. And out of 
your suffering will rise my victory. I shall destroy your happiness if it is the last 
thing I do (Pilot, 2011). 
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The split narrative of Once Upon A Time offers the audience a glimpse into various 
worlds created, in order to juxtapose the development and transformation of the 
character. The show takes place in the fictional setting of Storybrooke, created by Adam 
Horowitz and Edward Kitsis, which is a ‘real world’ town in Maine, USA, to which the 
fairy tale characters are transported after the Evil Queen conjures a dark curse which 
takes effect in the Enchanted Forest. In Storybrooke the Evil Queen retains her given 
name, Regina (Lana Parrilla), from the alternate fantasised world, the Enchanted Forest. 
In her ‘real world’ iteration, Regina is the mayor of the town and has been since its 
creation. In this depiction of the character she is unmarried and has an adopted son named 
Henry (Jared Gillmore). In several succeeding episodes of Season One, Kitsis and 
Horowitz’s version of this character is played close to the original. Regina is rigid in her 
demeanour, eloquent in her speech and, as the mayor, in a position of power over the 
town’s people. It can therefore be argued that these characteristics are reminiscent of the 
Evil Queen of the Grimm version. 
This series, and version of the character, has been selected as it arguably provides the 
audience with one of the most recent and ongoing interpretations of the character of the 
Evil Queen. As the storyline of Once Upon A Time progresses, the character of the Evil 
Queen/Regina continues to transform and evolve from its originally recorded folklore 
version as will be illustrated through this research. This will be done through conducting 
an in-depth visual and contextual examination of the written text of the Brother’s 
Grimm’s Little Snow White (1812 & 1857), Walt Disney’s Snow White and the Seven 
Dwarfs (1937) and selected episodes of the first five seasons of Horowitz and Kitsis’s 
Once Upon A Time television series.  
 
1.1 Research Problem 
In the Brothers Grimm 1812 folklore version of Snow White, the Evil Queen is the main 
antagonist in the narrative. However, as methods of storytelling began to advance, 
through time and transform the character, the Evil Queen undergoes numerous 
transformations in the manner that she is portrayed and through which medium her story 
is presented.  
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Several scholars of whom Jack Zipes is arguably the most dominant have undertaken the 
study of the changing narrative description from folklore to fairy tale. His works include 
The Dark Side of Beauty and the Beast: The Origins of the Literary Fairy Tale of 
Children (1981) and Why Fairy Tales Stick: The Evolution and Relevance of a Genre 
(2006).  
 
The intention of this research is to present the transformation of the Evil Queen character 
from original folklore through to contemporary television storytelling.  
 
1.2 Research Question 
How has the original characterisation and depiction of Snow White’s Evil Queen been 
transformed from traditional folklore through to contemporary television storytelling? 
 
1.3 Significance and Relevance of the Study 
As the methods of storytelling continue to evolve, a study which analyzes and establishes 
how the Evil Queen character has been transformed according to Propp’s theories seeks 
to encourage a discussion as to whether the characteristics of the Evil Queen has 
undergone as significant a change as we believe.  
 
If it is possible to determine the transformation of the character it will allow for further 
studies with regard to the other character types as they are presented in the fairy tale 
narrative. 
 
1.4 Research Aims 
To analyse and investigate how the character of the Evil Queen, as first presented by the 
Brothers Grimm, has transformed from the original depiction to its contemporary version 
in the television series Once Upon A Time (Horowitz, A. & Kitsis, E. 2011-2016). 
 
1.5 Research Design 
In order to gather the required data for this paper a qualitative method was used. 
Furthmore, to establish Propp’s character theory and functions, as it pertains to the 
	 17	
contemporary depiction of the character, a content analysis of the first five seasons of the 
television series Once Upon A Time (Horowitz, A. & Kitsis, E. 2011-2016) was 
conducted.  
 
1.6 Theoretical Framework 
The research will utilize Steven Swann Jones’ (1990) new comparative method, which 
consists of nine episodes, in order to establish the character’s traits of the Evil Queen 
character as it has presented by the Brothers Grimm (1812 and 1857) and by Walt Disney 
in 1937’s Snow White and the Seven Dwarfs. 
 
Furthermore, in order to establish and analyse the contemporary version of the character, 
as portrayed in the television series Once Upon A Time Vladimir Propp’s character theory 
and functions will applied to the narrative throughout its first five seasons. In order to 
establish the motif of the character several narratives, which include the character of the 
Evil Queen, have been selected and will be analysed by using a qualitative and contextual 
method of analysis.  
 
The fans’ perception, as it pertains to the insight and perception of the character in Once 
Upon A Time will be analyzed by utilizing a phenomenological approach. To provide a 
structure to the analysis a descriptive coding system will be used.  
 
1.7 Limitations 
In the process of this research no substantial limitations were experienced. Nevertheless, 
Steven Swann Jones’ new comparative method proved to be somewhat dated when 
applied to a contemporary narrative. In addition, Propp’s character theory and functions 
were not applicable in its entirety, as the narrative of the character in its contemporary 
form remains unfinished. 
 
1.8 Definition of Terms 
For the purpose of clarification, the important terms used in this paper have been defined.  
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The following terms are: 
Anger. A feeling of being displeased or annoyed with synonyms such are ire, rage, fury, 
wrath, and resentment. 
 
Comic book. A narrative through a series of panels that include illustrations and text. 
 
Fables. A short narrative that typically conveys a specific moral lesson. 
 
Folklore. The stories, myths, or beliefs of a community that have been passed down 
through generations.  
 
Fairy tale. A story that includes elements of magic and a happy ending. 
 
Motif. A recurring theme that forms a pattern. 
 
Poofing. A form of magical transportation/teleporting in the narrative of Once Upon A 
Time. 
 
Recording. A written account which preserves the information and knowledge of events. 
 
Superhero. A fictional character that possesses supernatural abilities. 
 
1.9 Conclusion  
The following chapter will focus on the literature available as it relates to the topic. In 
particular, attention will be afforded to the contextual origin and recording of folklore, 
the introduction of the Evil Queen character by the Brothers Grimm, and other selected 
narratives that include the contemporary depiction of the character. This includes a brief 
overview of Swann Jones’ new comparative method and Propp’s character theory and 
functions to be utilized later in the content analysis of the character.   
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CHAPTER 2 – LITERATURE REVIEW 
 
2.1 Origin of folklore  
 
In the Oxford Dictionary (2016) the word ‘folklore’ is defined as “the traditional beliefs, 
customs, and stories of a community, passed from one generation to the next by word of 
mouth” (Oxford Dictionary, 2016).  This definition begins to present a classification for 
the origin of folklore. It suggests, arguably, that every culture and community has a 
record of some form depicting the norms and customs it observes and that these are 
communicated to following generations. 
As several scholars have suggested in various definitions of folklore, there is no 
definitive explanation for the term. This is evidenced by further description and definition 
of the term ‘folklore’ in theories explored by several literature scholars, who have 
suggested different definitions for the term, as alluded to by Dan Ben-Amos:  
The difficulties in defining folklore are genuine and real. They result from the 
nature of folklore itself and are rooted in the historical development of the 
concept. Early definitions of folklore were clouded by romantic mist (Ben-Amos, 
1971).  
A further definition of folklore as described in the Cambridge Dictionary as “the 
traditional stories and culture of a group of people” (Cambridge Dictionary, 2016). 
In addition to providing a definition for folklore it is pivotal to identify the first 
popularised introduction of the character of the Evil Queen, as illustrated by the Brothers 
Grimm. In 1812 the Brothers presented the Evil Queen character in the story titled Little 
Snow White. However, Mari Ness (2015) suggests that while the Grimms popularised the 
Snow White story for English audiences, the original tale was already well-known in 
some European countries. Ness further asserts that the Brothers Grimm’s recording of 
Snow White’s story was based, loosely, on an interpretation told in Germany and Italy. 
She states that 
	 20	
[i]n some retellings…Snow White is the youngest of three sisters; in another 
version, the Mirror is a small magical dog. And in many versions, Snow White is 
aided not by dwarves, but by robbers (Ness, 2015). 
Jack Zipes writes in his 2012 book The Irresistible Fairy Tale: The Cultural and Social 
History of a Genre that up until the late 16th century neither storytellers nor writers made 
use of the term ‘fairy tale’. This term was not used not until 1697 when French writer 
Madame d’Aulnoy titled her first collection of tales Les contes des fées, which translates 
to ‘tales about fairies’ (Zipes, 2012).  
Whereas the creation of the term ‘fairy tale’ can arguably be traced to Madame d’Aulnoy 
in 1697, the definition of the oral genre of the fairy tale is more complex. Steven Swann 
Jones writes in his 1995 book The Fairy Tale that “since the tales circulated orally at the 
start, there are no exact and established versions, no identifiable authors, and no fixed 
titles” (Swann Jones, 1995). Swann Jones asserts that as the narratives circulated amongst 
villages and communities, they were adapted accordingly to match the culture of the 
society where the story was being told. As a result, over four hundred versions of the 
story of Snow White has been told for over five hundred years (Swann Jones, 1995). 
While the narratives are still available today in print form, the storytelling method has 
changed over time. In a contemporary context, most of these stories, such as Snow White, 
are told through either film or television. However, some scholars maintain that centuries 
ago, before the advent of the printing press or the television, the stories were shared by 
oral means. According to Swann Jones, “[i]n oral tradition, fairy tales circulate over 
hundreds and, in some cases, thousands of years in multiple version” (Swann Jones, 
1995). 
However, Zipes (2006) does not completely support Jones’ statement about the oral 
tradition of fairy tales. He remarks that while the oral history cannot be concretely 
ascertained, it is certain that through “archaeological evidence such as cave paintings” 
and “manuscripts and scrolls” that stories of “fantastic creatures [and] magical 
transformation” were shared amongst groups (Zipes, 2006).   
Even this assertion, that fairy tales existed hundreds or thousands of years ago, is a 
difficult one to verify. Literary scholar and folklorist Ruth Bottigheimer (2009) claims 
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that, in order to believe that fairy tales originated orally, one is required to trust that 
“there be no written records of fairy tales themselves” (Bottigheimer, 2009). If 
Bottigheimer’s claims are accurate, they purport the difficulty in proving the oral history 
of fairy tales, as it is implausible to accurately prove that something existed or originated 
in a specific manner if there is nothing to which to tangibly link it.  
2.2 Recording of Folklore 
As time progressed, the manner in which fairy tales are consumed and maintained has 
undergone changes. Despite the fact that it is exceedingly difficult to prove the oral 
origins of fairy tales, scholars such as Jack Zipes support the view that these stories were 
spread through oral means by maintaining that people began telling stories as soon as 
they developed the ability to speak (Zipes, 2012).  
These so-called fairy tales were being recorded and written for centuries before the 
Brothers Grimm put together their collections of stories. One such example is the 
adaptation of Little Red Riding Hood, a story included as part of the Brothers’ collection 
of narratives. It was French author Charles Perrault who created the first printed version 
of this narrative, originally named Le Petit Chaperon Rouge. James Tehrani, an 
anthropologist from Durham University, is quoted and has suggested that the origin of the 
story dates as far back as the 11th century: “Other people have insisted that ‘Little Red 
Riding Hood’ has ancient origins. There's an 11th-century poem from Belgium which 
was recorded by a priest, who says, oh, there’s this tale told by the local peasants about a 
girl wearing a red baptism tunic who wanders off and encounters this wolf” (Hartigan 
Shea, 2013). 
Nevertheless, it is the Brothers Grimm who are considered and recognised as the first 
popular folklore scribes. But the Grimms’ did not simply record stories as they originally 
heard or read them. Instead the brothers attempted to adapt the language and register of 
the stories to something that all members of society could understand and relate to and 
not just those with extensive vocabularies. It may be argued that 
[t]he Grimms were among the first to try to set such stories [fairy tales] down in 
their supposedly “pure” form, given no false shine by literary varnish 
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(Mondschein, 2011). 
Zipes (2002) writes that both Jacob and Wilhelm Grimm were bright students with an 
affinity for, amongst other things, nature and superstitions. It was this that would later 
contribute greatly to their study of German folklore. After the death of their father the 
brothers attended a high school in Kassel, Germany and upon their graduation from high 
school both brothers were at the top of their class. Jacob Grimm graduated in 1802 and 
Wilhelm Grimm in 1803 and both brothers applied to study law at the University of 
Marburg (Zipes, 2002). 
It was during their time at the University of Marburg, under the tutelage and influence of 
professor Frederick von Savigny and Clemens Brentano, that the brothers began their 
study of old German customs and folklore. The folk-poetry collections titled “The Boy’s 
Magical Horn” of Brentano and Achim von Arnim is also noted as an inspiration towards 
the brothers’ study of folklore (Mondschein, 2011). 
The Grimms Märchen, or stories, quickly gained recognition after their publication in 
1812. Several versions were released in English and were also presented in different 
forms. As the invention of film came to pass, the Grimms’ stories were some of the first 
to be adapted for the screen. In 1899 a French version of Cinderella was filmed and in 
1937 Walt Disney released Snow White and the Seven Dwarfs (Mondschein, 2011). 
While the Brothers Grimm popularised the Snow White narrative for English audiences, 
as suggested by Ness, it was Disney who first adapted the narrative to film. Gomery and 
Pafort-Overduin (2011) wrote that the feature length film was the first to contain full 
animation and was made in techni-colour.  
However, despite this ground-breaking advancement in storytelling, some scholars are of 
the opinion that Disney’s version of Snow White’s story is a great disservice to the 
Grimms. In this ‘diluted’ and ‘disneyfied’ rendition of the story, the audience experiences 
the Snow White character as a delicate, brunette princess living in the woods where she 
converses with the animals of the forest (Cottrell et al, 1937). 
Enikö Stringham notes that Disney “did not present a faithful representation of the 
Grimms’ tale. Rather he presented a story which he felt would be more successful as an 
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animated movie…Disney’s portrayal loses most of the key elements which makes this 
such an enchanting story” (Stringham, 2011). Stringham further suggests that a reason for 
Disney making the changes to the Snow White’s story was that, at the time, the film was 
made for an American audience. He writes that this specific audience would not 
necessarily have taken notice of the early Germanic and European cultural symbolism 
present in the Grimms’ version (Stringham, 2011). As such, it may be argued that 
Disney’s version of Snow White underwent several transformations from the Brothers 
Grimms’ Little Snow White (1812 & 1857). 
In the original folklore version of the narrative recorded in 1812 the Evil Queen serves as 
the main antagonist. Throughout the adapted versions evident in the decades which 
proceeded the traditional oral tale, the character of the Evil Queen undergoes several 
transformations depending on which medium is used to portray the character. 
Several studies have been conducted with folklore and fairy tales as their fundamental 
theme. Jack Zipes is one of the most dominant scholars of this discourse and has 
completed several studies on this particular subject including The Dark Side of Beauty 
and the Beast: The Origins of the Literary Fairy Tale of Children (1981) and Why Fairy 
Tales Stick: The Evolution and Relevance of a Genre (2006). Zipes describes this 
changing of the narrative description of the Evil Queen as “a modest endeavour to 
explain how we have selected certain fairy tales as memes and how they have evolved 
particularly over the past three hundred years in Western Civilization” (Zipes, 2006). 
It is intended that through this research it will become evident that there appears to be a 
lack of specific theories regarding the transformation and development of the Evil Queen 
characterisation from the original folklore conception through to her current portrayal in 
contemporary television. This research intends to explore this uncharted discourse and 
offer an analysis thereof.2.1 Brothers Grimm 1812 Little Snow White 
2.3 Brothers Grimm 1812 Little Snow White 
The first wide-spread introduction of Snow White was made by Jacob and Wilhelm 
Grimm in their 1812 collection of stories titled Kinder- und Hausmärchen translated to 
English as Children’s and Household Tales. Along with the 1812 version, the Grimms 
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made several adaptations to the story, which culminated in a final publication in 1857. 
Along with several other stories in their collection, it is argued that the narrative of Snow 
White was never aimed at a younger audience. American academic Maria Tatar 
confirmed in her 1987 book The Hard Facts of the Grimms’ Fairy Tales that 
“[f]olklorists are quick to point out that fairy tales were never really meant for children’s 
ears alone [which were]originally told at fireside gatherings or in spinning circles by 
adults to adult audiences” (Tatar, 1987). 
Tatar’s statement is underlined by the garishly violent discourse of the Brothers Grimms’ 
1812 story Sneewittchen or Snow White, as it is known in English. The main antagonist in 
the story, the Queen, is unable to find peace once the mirror declares Snow White “a 
thousand times fairer” (Grimm, 1812) than her. Overcome by her need to be the fairest of 
all she orders a huntsman to stab Snow White to death and to return with her liver and 
lungs as proof that she is dead. The huntsman does not kill Snow White and instead 
presents the Queen with the lungs and liver of a boar. The next part of Grimms’ version is 
one which paints a vivid and macabre picture for the reader as the Queen proceeds to 
cook, salt, and eat what she believes to be Snow White’s lungs and liver. 
Ordering the huntsman to kill Snow White is the only direct attempt the Queen makes to 
kill Snow White. However, it is not the only attempt, as the Queen tries to use a lace 
bodice, a poisoned comb, and a poisoned apple to end Snow White’s life (Grimm, 1812). 
The main antagonist in the story is simply referred to as “the Queen” with no indication 
or direct phrasing of her being evil. Instead, in the initial part of the narrative, the Queen 
is referred to as beautiful. As Snow White grows up and reaches the age of seven she 
surpasses the Queen’s beauty and at this point she is described as becoming envious and 
hateful of Snow White (Grimm, 1812). 
In this version there is no reference to the use of magic or magical objects. For instance, 
magic is not mentioned when the Queen disguises herself to gain Snow White’s trust later 
in the narrative. Further, there is no mention of magic when the Queen makes a poisoned 
apple nor is the apple referred to as a magical object (Grimm, 1812). 
One of the most striking details of this story is that there are two instances which provide 
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specific indication that the Queen is portrayed as Snow White’s biological mother. There 
is no mention of the Queen dying after Snow White is born. Furthermore, there is no 
mention in the rest of the story of Snow White losing her mother or of her father 
marrying someone else who would become Snow White’s stepmother. It may be argued 
that the Queen, who becomes so envious of her beauty and who tries to kill Snow White, 
is her biological mother. The second instance where the Queen is referred to as Snow 
White’s mother is evident in the discourse towards the end of the narrative. As her 
wedding to the prince is planned it is mentioned that Snow White’s “godless mother” 
(Grimm, 1812) is also invited to the festivities.  
The Grimms’ 1812 Children’s and Household Tales was not the only publication the 
brothers released during their lifetime. Zipes writes in his 2000 book The Oxford 
Companion to Fairy Tales that between 1812 and 1857 the brothers published seven 
large editions, which contained 211 stories (Zipes, 2000). It is the final edition, published 
in 1857, that is considered “the standard if not definitive edition” (Zipes, 2014).   
2.4 Brothers Grimm 1857 Adaptation of Little Snow White 
The first paragraph of the 1857 version of Little Snow White, as translated by Margaret 
Hunt, has slight grammatical differences to its original predecessor. However, where it 
concerns the discourse of the narrative it remains unchanged. It is in the second 
paragraph where the first major adaptation is noted.  
The paragraph starts with the Queen giving birth to a daughter,  
who was as white as snow, and as red as blood, and her hair was as black as 
ebony; and she was therefore called Little Snow White. And when the child was 
born, the Queen died (Grimm, 1857).   
The story continues to read that the King remarries in a year to a beautiful but proud 
woman who becomes Snow White’s stepmother. In the original story, as published in 
1812, the Queen does not die and, as Snow White’s biological mother, attempts to 
murder her daughter. Jack Zipes notes in his 2014 book The Original Folk and Fairy 
Tales of the Brothers Grimm: The Complete First Edition that the Brothers Grimm likely 
made the alteration from mother to stepmother because they “held motherhood sacred” 
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(Zipes, 2014).  
In an interview with British publication The Guardian, Zipes surmises that the changes 
that the Brothers Grimm made to the story was a result of “reflecting sociologically a 
condition that existed during their lifetime” (Flood, 2014). Zipes further details that 
during the Brothers Grimm’s lifetime many women died as a result of childbirth and that 
it was not uncommon for the father to remarry a young woman who would be close in 
age to his oldest daughter (Flood, 2014). 
It is interesting to note that in the original story the Brothers Grimm did not attach any 
negative element to the Queen’s beauty. The reader is told that the Queen was the most 
beautiful woman in the land and that she was very proud of her beauty. Further, she owns 
a mirror, in front of which she stood in the mornings to confirm her great beauty (Grimm, 
1812). 
However, in the adapted version of the story, the Brothers Grimm provide some traits of 
the Queen that can arguably be considered as undesirable. She is described as “haughty” 
and that “she could not bear that anyone else should surpass her in beauty” which, it may 
be argued, made her superficial and conceited (Grimm, 1857). 
In this version the Queen also refers to the mirror as a looking glass. The well-known line 
of “[m]irror, mirror, on the wall, who in this land is fairest of all?”  (Grimm, 1812) is 
changed to read “Looking-glass, Looking-glass, on the wall, who in this land is the fairest 
of all?” (Grimm, 1857). There is not much significance attached to this change other than 
the suggestion that the term “looking glass” is one used by people who are assumed to be 
of a higher class. Linguistics specialist Alan Ross notes: “Thus the synonyms ‘mirror’ 
and ‘looking glass’ are both standard and correct in every way but this, that he who says 
‘looking glass’ may be a gentleman, he who says ‘mirror’ is not” (Ross, 1954). 
 
After the Queen utters the famous line in front of her mirror she learns that Snow White 
is the fairest in all the land. In this adaptation the Queen “turned yellow and green with 
envy…whenever she looked at Snow White, her heart heaved in her breast, she hated the 
girl so much” (Grimm, 1857). In the 1812 version of the narrative “she became pale with 
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envy, and from that hour on, she hated Snow-White” (Grimm, 1812). What is intriguing 
to note is that the Queen’s hatred of Snow White is instantaneously established when she 
learns that her beauty has been surpassed. Whereas, in the later version of the narrative, 
as illustrated in the quote above, the Queen’s hatred comes to the fore, at least physically, 
only when she looks at Snow White.   
The Queen’s order for the Huntsman to kill Snow White remains unchanged, however, in 
the later adaptation of the narrative she requests the girl’s heart as a token (Grimm, 1857) 
instead of her lungs and liver as proof that he had killed her (Grimm, 1812).  In this 
section of the discourse the Queen is also referred to as wicked, which suggests a darker 
aspect to her personality than mere jealously.   
In both versions the huntsman allows Snow White to escape before felling a boar that 
crosses his path. In the 1812 version the Queen orders the huntsman to cut out Snow 
White’s lungs and liver. He returns with the lungs and liver of the boar which the Queen 
cooks, salts and eats, believing them to be the lungs and liver of her daughter, Snow 
White (Grimm, 1812). However, in the final 1857 publication of the story, as opposed to 
the lungs and liver, the Queen demands Snow White’s heart as a token. The huntsman 
cuts out the heart of a young boar and presents it to the Queen as belonging to Snow 
White. In this version the cook prepares the heart with salt before the Queen eats it 
(Grimm, 1857).  
These specific adaptations may appear to be minor differences and they do not 
necessarily have an impact on the overall narrative. However, the image created in the 
reader’s mind is altered. The picture that the Brothers Grimm paints in the 1857 version 
of the Queen eating Snow White’s heart is still a gruesome one. But it is less grisly than 
the image of a gleefully victorious Queen, to her mind, standing over a boiling pot of 
lungs and liver to which she adds a dash of salt to improve the flavour of her meal, which 
happens to be what she believes are her daughter’s internal organs (Grimm, 1812). 
In both versions the Queen learns that the Huntsman has deceived her when the 
mirror/looking glass informs her that Snow White is the still fairest and therefore still 
alive. Similarly, in both the 1812 and 1857 version the Queen disguises herself as an old 
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peddler and travels to where Snow White is living with the seven dwarfs. She attempts to 
sell her a lace bodice and convinces Snow White to let her lace up the bodice. The Queen 
tightens it to the point where Snow White loses her breath and falls down as if she were 
dead (Grimm, 1857). 
This is the Queen’s second attempt at ending Snow White’s life, but the first time that she 
takes matters into her own hands and directly tries to kill her. Again the Queen believes 
she has been successful and returns to the looking glass with the expectation that it will 
declare her as the fairest of all. However, she is told that Snow White is alive and well. 
At this point the Queen experiences the sensation of fear: “When she heard that, all her 
blood rushed to her heart with fear” (Grimm, 1857). It may be argued that the fact that 
the Queen experiences fear suggests that she is experiencing some doubt as to whether 
she will be able to defeat Snow White. Although slight, it allows for, arguably, the first 
glimpse into the Queen’s psyche in that it shows the reader a different side to a character 
that, up until this point, was shown as categorically resolute in reaching her goal.  
The second attempt the Queen makes on Snow White’s life includes the use of a 
poisoned comb (Grimm, 1857). However, the difference in the later version of the 
narrative is how the Queen comes to possess the comb. In the first telling of the story the 
Queen simply “made a poisoned comb” (Grimm, 1812). However, in 1857 version the 
element of magic is introduced. It is referred to indirectly as the Brothers Grimm term it 
as “witchcraft” rather than magic. It may further be argued that it alludes to the Queen 
having a history of witchcraft, as the text states that “by the help of witchcraft, which she 
understood, she made a poisonous comb” (Grimm, 1857). 
For a second time the Queen is unsuccessful in killing Snow White, however, she makes 
a third, and final, attempt to do so. She makes a poisonous apple: “Outside it looked 
pretty, white with a red cheek, so that everyone who saw it longed for it; but whoever ate 
a piece of it must surely die” (Grimm, 1857). The Queen disguises herself as a country 
woman and manipulated Snow White into taking a bite (Grimm, 1857). In this instance 
the Queen reveals her skill of manipulation as she offers Snow White a free apple. She 
plays on Snow White’s fear by referring to her previous attempt with the poisonous comb 
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when the Queen asks Snow White if she is afraid of poison. She responds to her own 
question by taking a bite of the apple on the side that is not poisoned in an attempt to 
prove that it is not dangerous (Grimm, 1857). 
The Queen once again learns that her third attempt was not successful and she is invited 
to Snow White’s wedding (Grimm, 1857). In the 1812 version, where it concerns her 
invitation to the wedding, the Queen is referred to as Snow White’s “godless mother” 
(Grimm, 1812). While the detail that she is Snow White’s mother has been mentioned 
previously, it is the first instance in the story where any inference to religion is made. In 
contrast, there is no similar reference in the 1857 version as the Queen is referred to as 
“Snow White’s wicked stepmother” (Grimm, 1857).   
As the narrative draws to its conclusion the Queen learns that a young Queen is “fairer by 
far” (Grimm, 1857:193). There is no indication that the young Queen is Snow White but 
the Queen’s jealously of someone being fairer than her drives her to attend the wedding 
where she sees that it is indeed Snow White (Grimm, 1857).  
In this instance the Queen is defeated as she is no longer the fairest of all and no longer 
holds her royal title, as Snow White is referred to as “the young Queen.” She is so 
overcome by her defeat that she is unable to move and is “forced to put on the red-hot 
shoes, and dance until she dropped down dead” (Grimm, 1857). 
 
2.5 Disney’s Snow White and the Seven Dwarfs (1937) 
 
In 1937 Walt Disney released Snow White and the Seven Dwarfs (Cottrell, W et al, 
1937). Disney had taken the Brothers Grimm Little Snow White and produced a feature 
length film which was the first to use full animation and to be made in techni-colour 
(Gomery & Pafort-Overduin, 2011). Although the Brothers Grimm made several 
adaptations to the story throughout their various publications, as evidenced above, by the 
time Disney released its 1937 version of the Snow White narrative, it had undergone 
additional changes, some of which were more fundamental than others.  
Before the release of Snow White and the Seven Dwarfs (1937) Disney had already 
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established itself with a specific tradition of what type of entertainment it produced.  
Thomas Inge maintains that the Snow White and Seven Dwarfs film needed to adhere to 
“Disney Studio’s tradition for safe, family entertainment that amused and edified and that 
demonstrated the creative knack for being at the forefront of new techniques and 
challenges in film animation” (Inge, 2004). 
One of the biggest changes Disney made to the Brothers Grimm version is evident before 
the story begins. After the credits, the opening scene of the film reveals a book, which 
encompasses the narrative of Snow White and the Seven Dwarfs. The story starts by 
setting the context of the relationship between Snow White and the Queen. It reads: 
“Once upon a time there lived a lovely little Princess named Snow White. Her vain and 
wicked Stepmother the Queen feared that someday Snow White’s beauty would surpass 
her own. So she dressed the little Princess in rags and forced her to work as a Scullery 
Maid” (Cottrell, W et al, 1937). 
By starting his adaptation of the story with the relationship between the Queen and Snow 
White, Disney omitted the story of Snow White’s biological mother, her birth, the King 
and his re-marriage to her stepmother (Cottrell, W et al, 1937). By doing so, it may be 
argued that Disney’s film version of Snow White lacks a proper start to the narrative, as it 
does not provide a contextual basis for Snow White’s life, nor for how the Queen came to 
be her stepmother.  
The book in the opening scene of the film turns to a second page, which directly 
introduces the element of magic into the story: “Each day the vain Queen consulted her 
Magic Mirror” (Cottrell, W et al, 1937). This is in contrast to the Brothers Grimm 1857 
version which introduced the element of witchcraft.  
As the film progresses to its first actual scene, the Queen is shown addressing the magic 
mirror. The first line she says is “slave in the magic mirror” (Cottrell, W et al, 1937) 
which, arguably, further establishes the notion that all are subservient to her. The Queen 
earlier establishes her self-created superiority over Snow White by dressing the princess 
in rags and forcing her to work as scullery maid (Cottrell, W et al, 1937). 
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One of the advantages of Disney’s films is the ability of visual communication, as is 
evidenced in Figure 1 below. In Disney’s Sleeping Beauty (Geronimi, 1959), the main 
antagonist Maleficent appears in the royal castle as everyone pays homage to the birth of 
Princess Aurora (Geronimi, 1959). The bright day suddenly becomes darker as a 
billowing wind and thunder flash through the room. Maleficent appears wrapped in a 
midnight black cloak with purple accents and an intricate headpiece, which resemble 
horns (Geronimi, 1959). 
 
 
 
 
Figure 1: Maleficent in Sleeping Beauty (Geronimi, 1959).  
 
Similarly, the contrast between the three good fairies as good and the Queen as bad, or 
dark, is visually communicated through the difference in the application of their make-up. 
Malificent’s make-up, in Figure 2 below, looks dramatic as her eyes are accented with 
wide swathes of dark purple and her lips are painted blood red. 
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Figure 2: Maleficent’s make-up in Sleeping Beauty (Geronimi, 1959).  
 
In contrast, the three good fairies’ appearance, as shown in Figure 3 below, is appreciably 
softer. Their appearances are mostly void of any make-up, which, it may be argued, is in 
stark contrast to Malificent’s ominous facade (Geronimi, 1959). 
 
 
 
 
 
 
 
 
 
 
Figure 3: The Good Fairies in Sleeping Beauty (Geronimi, 1959).  
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After the Queen learns that she is no longer the fairest of all she begins to plot Snow 
White’s death. Similar to the Grimms’ story, Disney introduces the Huntsman whom the 
Queen orders to kill Snow White (Cottrell, W et al, 1937). While Disney remains true to 
the Brothers Grimm version, he begins to deviate concerning the Queen’s instructions to 
the Huntsman. In the first version of Grimm’s Little Snow White (1812) the Queen 
instructs the Huntsman to bring back Snow White’s lungs and liver as proof that she is 
dead (Grimm, 1812). For this part of the story, Disney elects to go with the later 
published version of the Brothers Grimm narrative in which the Queen demands the 
return of Snow White’s heart as proof (Grimm, 1857). It may be argued that where 
Disney’s version of the Queen asks for Snow White’s heart it creates, by contrast, a less 
viscerally violent image in the mind of the viewer. 
In addition, in Disney’s film, the Queen does not cook and eat the heart, believing it to be 
Snow White’s, as she does in the 1857 publication of Little Snow White (Grimm, 1857). 
The rationale behind Disney’s changes to the story centres on his target audience. 
Stringham writes, “[t]his probably has to do with Disney’s intended audience, children 
and families. Therefore, it can be argued that viewers, regardless of the symbolism, 
would likely not have appreciated cannibalism. In this story, the Queen obviously eats the 
girl’s organs because she is seeking to be as beautiful as Snow White” (Stringham, 2011). 
One of the biggest changes Disney made to the story is the exclusion of the two 
additional attempts that the Queen makes on Snow White’s life. The Brothers Grimm 
narrative details that the Queen’s first attempt is to suffocate Snow White by tightening a 
lace bodice to the point where she cannot breath. Secondly, she tries to kill Snow White 
by selling her a poisoned comb. When this proves unsuccessful she creates a poisoned 
apple, which she presents to Snow White (Grimm, 1857). It is only this attempt, with the 
poisoned apple, that Disney included in his film. Another change in the film is that the 
apple is completely red (Cottrell et al, 1937) whereas the apple that the Queen presents to 
Snow White in the Brothers Grimm version is white on one side and red on the other 
(Grimm, 1857). 
The conclusion of the film differs significantly to the Brothers Grimm versions. In the 
Brothers Grimm discourse the prince asks for possession of Snow White who has been 
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placed in a glass coffin by the seven dwarfs, after eating the poisoned apple. As the coffin 
is carried away by servants they stumble over a tree stump, the apple dislodges from 
Snow White’s throat and she wakes up (Grimm, 1857). In the film the prince does not ask 
to take possession of an unconscious Snow White but instead leans down, into the glass 
coffin, and awakens her with a kiss (Cottrell, W et al, 1937). 
 
It may be argued that this change made by Disney is far more idealistic than the original 
version. It is this notion of awakening Snow White with “love’s first kiss” (Cottrell, W et 
al, 1937) that is one of the instances in which Disney has romanticised the story. Through 
a close analysis of these and other adaptations, it may be argued that the narrative and, 
more specifically, the character has been simplified and censored, which detracts from 
the original folklore. As mentioned previously, Karen Klugman (1995) has suggested that 
this type of change imposed on a narrative is known as “disneyfication”.  
It can be argued that in several Disney fairy tale films the introduction of a happy ending 
is symptomatic of the agenda setting theory. Pieter J. Fourie defines the agenda setting 
theory as the conscious, or unconscious creation of “a particular image or reality” 
(Fourie, 2007). In the final scene of Sleeping Beauty (Geronimi, 1959) just before the 
book closes the line “and they lived happily ever after” (Geronimi, 1959) is visible. Here 
it can be argued that Disney’s inclusion of this specific discourse creates an idyllic image 
of happiness. Therefore, it is a conscious attempt to create an image that Aurora 
(Sleeping Beauty) will live ‘happily ever after’ with her prince.   
 
A further instance of where the agenda setting theory is evidenced in Disney’s films is 
the suggestion in the narrative of Cinderella (Geronimi et al, 1950).  In this instance 
Cinderella is saved from a life of servitude by the prince who marries her after the glass 
slipper is found to fit her (Geronimi et al, 1950). It can therefore be argued that Disney 
created an unrealistic and misogynistic ideal that the only prerequisite for a woman to be 
fulfilled and to have a happy life is to have a man rescue her.  
It may further be argued that throughout the course of these films (Sleeping Beauty and 
Cinderella) there are several instances where Disney engaged in stereotyping of the main 
characters. The stereotype theory is defined by Fourie as “the role of the media in 
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creating and sustaining stereotypes of certain people…and how these stereotypes affect 
our perceptions of people” (Fourie, 2007).  
In Disney’s Sleeping Beauty (Geronimi, 1959) and Cinderella (Geronimi et al, 1950) the 
main protagonist and antagonist share similarities. Maleficent, the main antagonist in 
Sleeping Beauty (Geronimi, 1959), and Lady Tremaine, the main antagonist in Cinderella 
(Geronimi et al, 1950), are both older than the protagonist in the narrative. In Disney’s 
discourse these two characters draw a further parallel in the fact that both have cruel and 
selfish tendencies. Based on this it may be argued that Disney has created a stereotype of 
older women. 
The prevalence of Disney’s stereotyping in his films is further evidenced by Cecile 
Habagat, et al (2014):  
The gender roles of females in most fairy tales can be said as biased. The 
protagonist is shown to be perfect in every way -- possessing all the good 
characteristics in physical appearance and in the way she responds to her every 
situation. She is also often showed as weak, innocent, ignorant and naive. The 
female characters who often show signs of wit and intelligence are often 
attributed as antagonists. The message that these fairy tales relay in females roles 
is that there are only two kinds of women: the weak and the cruel (Habagat et al, 
2014)  
In Disney’s version of Snow White the Evil Queen is the main antagonist in the film. 
Despite the integral role that the character plays in the story, she may be deemed as a 
fairly one-dimensional villain due to the lack of a backstory. It could be argued that 
Disney’s depiction of the Evil Queen received very little development, especially as it 
pertains to her motivations, hence she may be considered as a character which is 
superficial and lacking depth. Vladimir Propp’s character theory, known as dramatis 
personae, suggests that a narrative is composed of a specific structure in which the 
characters are developed throughout the narrative (Propp, 1928). In this instance, the Evil 
Queen would be characterized only as the villain according to Propp’s theory. On the 
other hand, the adaptation of the character in the Once Upon A Time narrative offers 
further treatment of the character and this is portrayed and presented in such a manner 
	 36	
that more than one of Propp’s seven character types can be identified in it.  
The manner in which the narratives of contemporary television series and films are 
developed for today’s audiences could be seen as a further motivation for the adaptation 
and transformation of the character. Jason Mittel (2006) states that “a new form of 
entertainment television has emerged over the past two decades…[T]his model of 
television storytelling is distinct for its use of narrative complexity as an alternative to the 
conventional episodic and serial forms.” The use of narrative complexity is not only 
confined to contemporary media and its audience, but has been a hallmark of fairy tales 
for some time. In direct reference to fairy tales, Jack Zipes (2006) explains that “with 
each retelling the tale touches on basic instincts and moral codes and also adapts itself to 
the environment in which it is produced.” 
As result of the more complex style of television storytelling it may be argued that the 
character of the Evil Queen has been transformed to fit with the “new form of 
entertainment” (Mittel, 2006).  
Amy Damico and Sara Quay (2016) substantiate Mittel’s contention by asserting a 
change to the manner in which television narratives and characters were written from the 
start of the 21st century: 
There was a time when television dramas were considered less sophisticated and 
lower quality than their cinematic counterparts. In the early part of the 21st 
century, this is not the case. Many television dramas are widely celebrated for 
their complicated and developed story lines, high production value, and diverse 
cast of talented actors (Damico, A & Quay, S, 2016). 
In addition, Once Upon A Time’s version of the Evil Queen has leant itself to a change in 
insight that can be seen in the perception that the fans have of the character. It could be 
argued that in Episode Eighteen of the First Season, titled The Stable Boy, a part of the 
Evil Queen’s backstory is revealed which could be the catalyst in the perceptual 
transformation of the character.   
To illustrate the transformation of the Evil Queen character from the original story of the 
Brothers Grimm’s Little Snow White and Disney’s Snow White and the Seven Dwarfs, the 
research will utilise Steven Swann Jones’ (1990) new comparative method. Swann Jones’ 
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method includes what he describes as nine episodes. The first of these is origin, which 
depicts the beginning of the narrative and normally provides a contextual background to 
the main characters. The second episode in the narrative is the jealousy and it can be 
argued that it refers to a jealousy of riches, beauty, etc. The third episode is expulsion, in 
reference to the leaving of home or substituting a place of familiarity for one with which 
the character may be unacquainted. The fourth episode is the adoption of the character in 
his/her new surroundings. The fifth episode of renewed jealousy is the re-affirmation of 
revenge after the first failure of the main antagonist. The sixth episode of death refers to 
the antagonist’s, normally murderous, plot against the protagonist in the narrative. The 
seventh episode, the exhibition, is the display of the antagonist after a seeming defeat. As 
the penultimate episode resuscitation signifies the awakening or rescuing of the 
protagonist. The ninth, and final, episode is the resolution which presents the conclusion 
of the narrative (Jones, 1990). Swann Jones writes that each of these episodes can be 
found in the story of Snow White. He states that the common elements found in a specific 
narrative are called “episodes” and he proposes that the identification of these episodes 
forms the basis for defining what type of story Snow White is and how it differs from 
other narratives (Jones, 1990). 
This method of applying the nine episodes to all these versions of the character allows for 
the structured analysis of the transformation of the Evil Queen character throughout 
various versions of the story.  
2.6 ABC’s Once Upon a Time 
 
On October 23rd 2011 ABC (American Broadcasting Company) aired the First Episode of 
a fantasy fiction television series named Once Upon A Time (2011). The television series 
creators, Adam Horowitz and Edward Kitsis, did not aim to re-invent the original fairy 
tales, but rather to provide a background to the characters as purported in Disney’s 
version of these iconic narratives. Horowitz and Kitsis explain that the premise of the 
television series was to delve into the character’s lives and to unearth what makes them 
who they are. In an interview with Josef Adalain of Vulture, New York Magazine’s 
entertainment section, Horowitz and Kitsis states:  “What we want to do is take a look at 
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well-known characters and stories and kind of dig deeper than what you know, and say, 
‘Here's what you didn't know’” (Adalian, 2011). For Horowitz, the creation of Once 
Upon A Time was about taking “the iconography that we've always loved and find find 
[sic] a new way to look at what makes these fairy-tale characters tick” (Adalian, 2011). 
While the central narrative of the series is based around fairy tales, the uniqueness of 
Once Upon A Time (Horowitz, A. & Kitsis, E. 2011-2016) extends well beyond the 
‘disneyfied’ fairy tales with which audiences are familiar. Rather, the distinctive appeal 
of the series stems from the re-imagining of the fairy tale characters. Kitsis continues by 
explaining “we're not doing the 12-year-old kid version of this. We're gonna [sic] tell 
stories that are dark and complex and emotional. They're not going to be lowered for 
younger people” (Adalian, 2011). 
In Episode Fourteen of Season One, Dreamy (2012), the audience learns how the dwarf 
Grumpy (Lee Arenberg), introduced in the tale of Snow White, ended up with his name. 
Similarly, in Episode Eighteen, entitled The Stable Boy (2012), Once Upon A Time 
explores an alternative narrative for why the Evil Queen has taken an intense disliking to 
Snow White. In the 1937 Disney film, the Evil Queen’s aversion to Snow White revolves 
around her jealousy of the fact that her stepdaughter is the “fairest in the land” (Cotrell, 
W et al, 1937).   However, in The Stable Boy (2012) it is revealed that Regina’s (Evil 
Queen) hatred of Snow White stems from the belief that the fair princess was responsible 
for the murder of the queen’s first love. It is important to note that at this point of Once 
Upon A Time’s narrative the Evil Queen does not exist yet. The sequence of events 
leading to the murder of her first love is a retrospective imaging of the development of 
the character’s motif. Regina’s transformation into the Evil Queen and her 
implementation of dark magic is portrayed as a gradual process throughout the narrative 
of the series.  
The series switches between a real world town named Storybrooke, situated in Maine, 
and the Enchanted Forest. The inhabitants of the town are the various fairy tale characters 
from several different stories, including Snow White and Prince Charming, Cinderella, 
Red Riding Hood, Rumpelstiltskin and the villainous Evil Queen.  
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2.6.1 Season 1 
 
In the opening scene of the First Episode of the First Season of Once Upon A Time, 
Prince Charming is shown racing a horse into the forest where Snow White lies 
unmoving in a glass coffin (Pilot, 2011). True to Disney’s Snow White and the Seven 
Dwarfs, Snow White is awakened by Prince Charming’s kiss of true love. Unlike its film 
counterpart, the series deviates immediately from Disney’s adaptation in that the 
awakening of Snow White is the beginning of the story rather than the end. 
But it is not ‘happily ever after’ for Snow White and Prince Charming as the Evil Queen 
(Lana Parrilla) shows up at their wedding. At this stage she still resembles the 
popularised fairy tale character from Snow White and the Seven Dwarfs. She is dressed in 
sinister black attire to provide a visual cue of her evil disposition. Oblivious to the 
frightened gasps of the wedding guests, she proceeds to stride menacingly down the aisle 
to confront the happy couple where she vows to destroy their happiness (Pilot, 2011). 
She follows through by casting a dark curse which transports everyone from the 
Enchanted Forest to the real world town Storybrooke. However, all the fairy tale 
characters have been stripped of their memories and thus have no idea of their true 
identities. The only exception to this is the Evil Queen who has retained her memories 
and her given name, Regina.  
In the first several episodes of Season One Kitsis and Horowitz’s version of this character 
plays close to the original. Regina is rigid in her demeanour, eloquent in her speech and, 
as the mayor, in a position of power over the town’s people. In Storybrooke, Regina has 
exchanged her royal title of Queen for the title of Town Mayor; she is unmarried and has 
an adoptive son named Henry (Pilot, 2011). 
As the only one who believes that the town and its inhabitants are cursed, Henry travels 
to Boston to find his birth mother, Emma Swan. Owing to a storybook called Once Upon 
A Time, Henry believes that Emma is the daughter of Snow White and Prince Charming 
and, as the Saviour, the only one that can break the Evil Queen’s curse. However, while 
Henry firmly believes in the curse he must first convince Emma to believe it too (Pilot, 
2011). 
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2.6.2 Season 2 
 
The Season Premiere of the Second Season of Once Upon A Time aired on the 30th of 
September 2012. By the end of Season One, Emma had broken the curse, however, the 
inhabitants of Storybrooke, now with memories and identities intact, were not transported 
back to the Enchanted Forest.  
Instead they remained in Storybrooke left to deal with their, sometimes contrasting, 
identities. For example, Snow White’s Storybrooke identity of Mary-Margaret Blanchard 
is a timid school teacher as opposed to her Enchanted Forest identity, which drew Prince 
Charming’s sword against the Evil Queen at her wedding. Similarly, Prince Charming, 
David Nolan in Storybrooke, is married, but not to Snow White, and suffers from 
amnesia.  
As the grand master of manipulation in Once Upon A Time Rumpelstiltskin, Mr. Gold in 
Storybrooke, brings magic to the town at the start of Season Two (Broken, 2012). 
Rumpelstiltskin is the powerful villain, known as the Dark One. He is also portrayed as 
the beast from the Beauty and the Beast story, as his true love is Belle, as well as the 
crocodile from Captain Hook’s story.  
Regina, now remembered as the Evil Queen by the town, comes under threat and soon 
reverts to her queenly demeanour when confronted by an angry mob. However, while 
magic has been brought to Storybrooke, Regina’s magic is dormant. She is saved by 
Emma before the townspeople can kill her or put in jail.  
The two worlds of the Enchanted Forest and Storybrooke are further linked as first Emma 
is pulled into a portal and Snow White/Mary-Margaret jumps into it. The portal transports 
them to the Enchanted Forest (Broken, 2012).  
The Second Episode of the season reveals a significant part of the story as it shows 
Regina’s first introduction to Rumpelstiltskin in the Enchanted Forest. This is the 
beginning of the relationship between Regina and Rumpelstiltskin, as the latter becomes 
her dark magic tutor (We Are Both, 2012).  
Throughout the course of the season, additional villains, besides the Evil Queen and 
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Rumpelstiltskin, are introduced. As Emma and Snow White/Mary-Margaret travel 
through the Enchanted Forest they encounter Regina’s mother, Cora (We Are Both, 
2012). Cora later forms a partnership with Captain Hook in order to travel to Storybrooke 
(The Crocodile, 2012). As Season Two draws to its conclusion, two real world outsiders, 
Gregg and Tamara, are introduced with the sole aim of destroying magic bringing Henry 
to their superior, Peter Pan (Robbie Kay) (And Straight On ‘til Morning, 2012).  
 
2.6.3 Season 3 
 
In the Third Season of Once Upon A Time, which started airing on September 29th 2013, 
the main characters set off to Neverland on Captain Hook’s Jolly Roger to save Henry 
from Peter Pan (The Heart of the Truest Believer, 2013). 
 
The Third Season of the series was split into two halves of eleven episodes each. By this 
formula, the Neverland/Peter Pan story arc would run its course in the first half of the 
season before switching to the introduction of a new villain with whom the main 
characters would clash and have to overcome.   
 
As Rumpelstiltskin splits away from the group early on, the heroes (Snow White, Prince 
Charming, and Emma Swan) and villains (Regina and Captain Hook) soon realise that 
they will have to work together to save Henry from Peter Pan (The Heart of the Truest 
Believer, 2013). In Once Upon A Time’s version, Peter Pan is a villain who abandoned 
his own son, Rumpelstiltskin, in favour of eternal youth (Think Lovely Thoughts, 2013). 
 
In the first half of the Third Season there are several episodes which reveal important and 
informative steps and which provide background to the character of Regina. In Episode 
Three a flashback to a specific period of Regina’s past in the Enchanted Forest reveals 
her relationship with Tinker Bell and what part the fairy played in her life (Quite a 
Common Fairy, 2013). Similarly, in Episode Nine Regina’s realisation of wanting to be a 
mother and her adoption of Henry is revealed (Save Henry, 2013).  
 
The group saves Henry and returns to Storybrooke, but Pan has switched bodies with 
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Henry in the hope of taking over Storybrooke and casting a new curse under which no 
one will age (Going Home, 2013). In order to defeat Pan, the Queen’s dark curse must be 
reversed by giving up the thing she loves most; her son. Before Storybrooke is wiped 
from existence, Emma and Henry are able to escape. Regina casts a spell which will 
replace their memories of Storybrooke and all its people with memories of a life spent 
together (Going Home, 2013). 
 
The second half of the season sees the introduction of Zelena, the Wicked Witch of the 
West (New York City Serenade, 2014). Zelena re-cast the dark curse which sent 
everyone back to Storybrooke, with their memories of the previous year erased. Regina 
soon learns that she has a connection to Zelena, while the Wicked Witch’s entire 
ambition is to take everything from Regina (It’s Not Easy Being Green, 2014). 
 
This story arc provides significant character growth for Regina. She takes a vital step 
forward on her path to redemption as she bands together with the heroes to overcome 
Zelena (Witch Hunt, 2014). However, in the final showdown with Zelena, Regina is 
compelled to find something within herself that is both unexpected and foreign to what 
and how she had lived her life up to this point.  
 
The final episode of the season provides a test for a newly redeemed Regina. After 
having travelled, back in time, to the Enchanted Forest Emma brings back Robin Hood’s 
wife, Maid Marian (Christie Laing) (There’s No Place Like Home, 2014). This 
significantly complicates Regina’s relationship with Robin Hood which leads to some of 
the town’s people to fear that she may revert to the Evil Queen. 
 
2.6.4. Season 4 
 
The Fourth Season, also split into two halves, introduced the characters from the 
successful Frozen animated film. Elsa, the main character of the Frozen film, is 
accidentally brought to Storybrooke by Emma Swan and Captain Hook as they return 
after travelling back in time to the Enchanted Forest (A Tale of Two Sisters, 2014). 
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In addition to the introduction of Elsa in the First Episode of the season, Emma and 
Captain Hook return to present-day Storybrooke with a person who summarily crushes 
Regina’s supposed new-found chance of a happy ending with Robin Hood (A Tale of 
Two Sisters, 2014). 
As Regina isolates herself from the town it is unsure whether she will fall back into being 
the Evil Queen. While she does not completely return to her old ways she does devise a 
plan in the hope of re-capturing her so-called ‘happy ending’ (A Tale of Two Sisters, 
2014). 
As the first half of the season progresses, Regina once again appears to have a form of a 
supposed ‘happy ending’ within her grasp, however, she has to let go of it by the mid-
season finale. Nevertheless, she proceeds on her goal to find the author of the book and 
with Henry’s assistance draws closer to finding him (Heroes and Villains, 2014). 
The second half of the season introduces three villains to the storyline. Rumpelstiltskin 
enlists Cruella De Vil and Ursula from the Little Mermaid, and together they resurrect 
Maleficent (Unforgiven, 2015). Together the three form the Queens of Darkness and, 
along with Rumpelstiltskin, attempt to find the author and reverse the stories in the book.  
Ultimately, it is Rumpelstiltskin who convinces the author to write a new book in which 
the heroes are the villains and vice versa. As this arc draws to its conclusion 
Rumpelstiltskin, the Dark One, is near death as the darkness consumes his heart. He is 
eventually severed from the darkness but it cannot be contained. 
In the Season Finale, as the Dark One is no longer tethered to Rumpelstiltskin, it roams 
around the streets of Storybrooke in search of the darkest heart to which it can once again 
tie itself. It identifies Regina and begins the process of tethering itself to her. However, 
Emma steps forward and takes Regina’s place after telling her that she has worked too 
hard and come too far to return to darkness. The season ends with Emma Swan becoming 
the Dark One (Operation Mongoose, 2015). 
2.6.5 Season 5 
 
At the outset of the Fifth Season, Emma Swan has become the Dark One and left her 
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family and friends with the task of removing the darkness from her. They travel to 
Camelot to find Merlin who possesses the knowledge of how to release Emma from the 
darkness. However, the group is returned to Storybrooke without any memory of being in 
Camelot and with Emma Swan having embraced the Dark One (The Dark Swan, 2015).  
The season continues with the revelation of the birth of the first-ever Dark One and the 
quest to rid Emma of the darkness. While in Camelot and in order to save Emma from the 
darkness, Regina pretends to be the Saviour (The Price, 2015). The storyline and episodes 
continuously alternate between Camelot and Storybrooke for the remainder of the first 
half of the season. 
In Episode Eight, as Emma is about to free herself from the darkness, Captain Hook faces 
certain death after being cut by Excalibur. However, Emma refuses to let Hook die and 
tethers him to the darkness, creating a new Dark One in order to keep him alive. In doing 
so, Emma fully embraces the darkness and becomes a fully-fledged Dark One (Birth, 
2015).  
Back in Storybrooke every Dark One in existence is conjured, but Hook sacrifices his life 
to save everyone and rid Emma of the darkness. After Hook’s death Emma is determined 
to bring him back, which leads to the group setting off to the Underworld (Swan Song, 
2015). 
As Emma, Mary-Margaret/Snow White, David/Charming, Robin Hood, Henry, 
Rumpelstiltskin and Regina arrive in the Underworld the audience sees that it bears a 
striking resemblance to Storybrooke despite its literal and figurative off-colour 
atmosphere. This Twelfth Episode of Season Five also marked the 100th episode of the 
series. It is soon revealed that those who live in this Underworld are souls with unfinished 
business. In particular, Regina experiences significant character growth and closure in 
this episode as she comes face-to-face with a soul who has unfinished business with her 
(Souls of the Departed, 2016). 
The group learns that, along with Hook, all souls in the Underworld can be saved. 
However, in order to do so they must defeat the ruler of the Underworld, Hades. In 
Episode Nineteen of the season some of Regina’s childhood is revealed through a 
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flashback. She learns of a bond that was created but later erased from her memory by her 
mother, Cora (Sisters, 2016). 
The group finally returns to Storybrooke but is followed by Hades who is pretending to 
have seen the error of his ways. In reality, Hades wants to release the Olympian Crystal 
and rule Storybrooke. In their quest to prove Hades’ deceit, Robin Hood sacrifices his life 
for Regina (Last Rites, 2016).  
As Regina mourns the death of Robin Hood, Henry formulates a plan to destroy all magic 
and finds a way to do so in New York City. As Emma and Regina set off after Henry, the 
rest of the group in Storybrooke is sucked into a portal which lands them in the world of 
untold stories where they are imprisoned by Mr. Hyde (Only You, 2016). Eventually, the 
group finds a way out of the world of untold stories along with Jekyll who has separated 
himself from Mr. Hyde with a special serum.  
In New York City, Jekyll gives the remainder of the serum to Mary-Margaret/Snow 
White. She presents it to Regina as an opportunity to finally rid herself of the Evil Queen. 
Regina accepts and Mary-Margaret/Snow White injects her with the serum. Regina is 
physically separated from the Evil Queen who appears in front of her. In order to ensure 
her complete demise Regina rips out the Evil Queen’s heart and crushes it before the 
group travels back to Storybrooke. However, the Evil Queen regenerates and declares 
that while Regina may have won the battle, the war has just begun (An Untold Story, 
2016). 
2.7 Analytical Tools 	
While Swann Jones’ new comparative method is an acceptable analysis for the 
transformation between the Grimms’ Evil Queen and Disney’s 1937 version, it is not 
sufficient in analysing the Evil Queen character in the Five Seasons of the character’s 
portrayal in the Once Upon A Time television series. Whilst Jones’ method may be 
adequate to analyse the First Season of the Evil Queen character in Once Upon A Time, it 
becomes insufficient as the character undergoes further transformation in the ensuing 
seasons throughout the series. 
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To establish the character traits of the contemporary fairy tale character with specific 
focus on the character creation and evolution of Once Upon A Time’s Evil Queen, 
Vladimir Propp’s seven character theory will be applied to the traits and actions of the 
character as she is portrayed in the five season of the television series. In addition to 
Propp’s seven character theories, he further identified 31 functions by which he 
maintains, “all fairy tales are of one type in regard to their structure” (Propp, 1928). 
Therefore, Propp’s theory will be applied in order to identify the structure as it pertains, 
firstly, to seven character types.  
In his 1928 book Morphology of the Folktale Propp identifies seven types of characters 
present in the stories. These characters are:  
1. The Villain who is defined by Propp as the character who struggles with the hero of 
the story and often serves at the main antagonist.  
2. The Donor who is characterized as the one who prepares and/or gives the hero a 
magical agent. 
3. The Helper who either assists or rescues the hero and can be fused with Donor.  
4. The Princess who often recognizes and marries the hero and/or punishes villain.  
5. The Dispatcher who sends the hero off on his/her quest and can be merged with 
Donor and/or the Helper.  
6. The Hero, who departs on a search, reacts to the Donor and defeats the Villain.  
7. The False Hero who claims to be a Hero and frequently acts or reacts similarly to a 
real Hero but is always discovered as false. The False Hero can be merged with 
the role of the Villain (Propp, 1928). 
While Propp presents only seven character types for analysis they can, arguably, be applied to a singular 
character’s evolution and transformation within a narrative.  
This may seem very limiting, but becomes more versatile when we consider the 
fact that one character may fulfil more than one of these spheres, and one role can 
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employ more than one character (The Narratologist, 2014). 
In addition to the seven character types, Propp provides 31 functions that can be 
identified throughout the narrative.  
According to Propp (1928), the first function of absentation is the leaving or absence of a 
person or member of the hero’s family. In a more intensified form, absentation can also 
be represented by death. The interdiction function is a warning against specific actions, 
given to the hero of the narrative. The next function of violation sees the entrance of the 
villain into the narrative and refers to the violation of the interdiction mentioned 
previously. Propp (1928) notes that the villain’s role is “to disturb the peace of a happy 
family, to cause some form of misfortune, damage, or harm” (Propp, 1928). The 
reconnaissance function is described as the villain’s attempt to gain information or 
knowledge, which will aid in the completion of their plot. The delivery function is the 
point at which the villain receives information as it pertains to their intended victim; 
“[t]he villain directly receives an answer to his question” (Propp, 1928). 
Propp goes on to state that a function termed “trickery” sees the villain attempt to deceive 
his/her victim in order to either take possession of a valuable object or the victim 
themselves. There are several different manners in which the villain attempts to trick their 
victim. The villain can assume a disguise or use persuasion as a way of achieving their 
goal. Propp further iterates that “the villain proceeds to act by the direct application of 
magical means” and “the villain employs other means of deception or coercion” (Propp, 
1928) 
The next function of “complicity” sees the hero of the narrative submit to the villain by 
way of agreeing to all of their persuasions. Further, the hero reacts to the use of magical 
methods. As the narrative moves forward, the function of “villainy” is introduced and 
Propp notes that this is a function of exceptional importance. At this point the villain 
causes some type of injury or harm to the hero or someone related to the hero. This can 
be achieved by either the abduction of a person, the seizing or taking away of a magical 
agent, causing bodily injury, plundering, or causing a sudden disappearance. The function 
of “villainy” can further include the villain either demanding or enticing his/her victim in 
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some manner. The villain can also cast a spell on someone or something in order to 
achieve their objective. In this section of the narrative, and under the description of this 
function, the villains can order a murder or commit a murder themselves. Another form 
of “villainy”, according to Propp, is the imprisonment or detention of someone, a threat 
of cannibalism or a declaration of war (Propp, 1928). 
The function of “lacking” is explained as the hero’s desire to have something, such as a 
magical object. During the function known as mediation, the hero learns of act(s) of 
villainy perpetrated by the villain. The narrative makes a significant step forward with the 
next function known as: “beginning counteraction”. During this function the hero decides 
how to react to the villain’s acts. The departure function marks the point in the narrative 
when the hero leaves home to either set out on a quest or an adventure. The “first 
function of the donor” is to test, interrogate, and/or attack the hero, which serves as the 
hero’s preparation for receiving a helper or a magical agent. The function of the “hero’s 
reaction” is directly linked to the previous function as it determines how or if the hero 
withstands a test. A “magical agent” is acquired by the hero and can take the form of, 
amongst other things, animals and swords. In order for the hero to obtain the magical 
item, (s)he must be guided or led to it. This function is known as “guidance”. The 
“struggle” function is defined as the point at which the hero and the villain face each 
other in direct combat. They can fight in an open field or engage in competition. After the 
struggle, the hero can be “branded or marked” which can occur in the form of a wound to 
the body. The defeat of the villain is known as the “victory” function and is recognized as 
the either the villain’s defeat in open combat or direct banishment (Propp, 1928). 
The “liquidation” function, according to Propp (1928), is when the narrative reaches its 
peak. Here the earlier issues are resolved, prisoners are freed, or spells are broken. In the 
return, the hero journeys back home. However, the hero can be pursued or chased in 
attempt to kill him or her. The hero is then rescued during the pursuit. The next function 
is the “unrecognised arrival of the hero”, either at his or her home or another country. At 
this stage in the narrative a false hero or the villain makes unfounded claims. After this a 
difficult task is presented to the hero, usually in the form of a “trial”. In the next function, 
the “solution” function, the hero completes the task put to him or her. The hero is 
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eventually recognised in the “recognition” function, either “by a mark, a brand, or by a 
thing given to him. In this case, recognition serves as a function corresponding to 
branding and marking. The hero is recognized by his accomplishment of a difficult task” 
(Propp, 1928). The function of “exposure” is, in most cases, linked to the previous 
function of “recognition”. In this function the false hero or villain is exposed. The hero is 
then given a new appearance, the “transfiguration” function, which is often achieved by 
magical means. Propp’s penultimate function is one of “punishment”: “The villain is 
shot, banished, tied to the tail of a horse, commits suicide, and so forth” and Propp further 
notes that the villain sometimes receives “a magnanimous pardon” (Propp, 1928). The 
final function is the “wedding” where the hero marries and ascends to the throne. Thus 
the story draws to a close (Propp, 1928). 
However, Propp comments that there are several stories, which do not conform to, or are 
defined by, these functions (Propp, 1928).  
2.8 Motif of the character 
 
To fully complete the understanding of the Evil Queen character it is important to 
establish and analyse the development of the motif of the character throughout different 
contemporary media and narratives by qualitatively analysing the content presented in 
this paper. In order to conduct this contextual analysis and examination, the 2012 films 
Mirror, Mirror (Singh, 2012) as well as Snow White and the Huntsman (Sanders, 2012) 
have been selected as representations of the motif in film. For a representation of the 
character in contemporary television storytelling, the Evil Queen character in the 
television series Once Upon A Time (Horowitz, A. & Kitsis, E. 2011-2016) has been 
selected for analysis. In addition, the Queens of Fables comic book series, as first 
published by DC Comics in 2000, and Carolyn Turgeon’s 2013 novel The Fairest of 
Them All have been selected as representations of how the motif has been presented in 
different illustrations and written texts.  
In order to successfully establish the motif of the character it becomes pertinent for the 
research to utilise a phenomenological approach, as described by Lisa M. Given (2008).  
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In order to provide an organisational structure to the phenomenological approach, a 
descriptive coding system to identify consistent and specific themes, topics and ideas will 
be utilised. According to Given, “[t]he coding process refers to the steps the researcher 
takes to identify, arrange, and systematize the ideas, concepts, and categories uncovered 
in the data. Coding consists of identifying potentially interesting events, features, phrases, 
behaviours, or stages of a process and distinguishing them with labels” (Given, 2008). 
For the purpose of this research paper, several potential themes have been selected in 
order to establish the motif of the Evil Queen character. The themes are: ire or anger, 
vanity, the use of magic, the character’s attire,the character’s appearance as it pertains to 
her visual representation, and fear either as a method of exercising control or as an 
emotion experienced by the character.  
In several of Disney’s fairy tale films the main antagonists, or villains, share several 
similarities. It may be argued that in this way, Disney has created a stereotype. It can also 
be argued that one manner in which Disney implements or creates a stereotype is by the 
somewhat advanced age of their villains. In the discourse of Disney’s The Little Mermaid 
(Clements and Musker, 1989), which was originally based on a Danish fairy tale by Hans 
Christian Andersen, it may be argued that, based on her appearance, the sea witch Ursula 
is decidedly older than the protagonist. Similarly, it may be argued that Maleficent, the 
villain of Sleeping Beauty (1959) is of an advanced age when her appearance and the 
deep timbre of her voice are considered.     
A further example of stereotyping by Disney is the fact that the villains in The Little 
Mermaid (Clements and Musker, 1989) and Sleeping Beauty (Geronimi, 1959) are, 
arguably, not beautiful.  
As evidenced in Figure 4 below, Ursula’s skin appears to be a pale grey. Further to this 
point her hair is grey and she wrinkles around eyes; these are often an indication of 
advanced age.  
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Figure 4: Ursula from The Little Mermaid (Clements and Musker, 1989).   
 
 2.8.1 Mirror, Mirror 
 
Mirror, Mirror is a 2012 film directed by Tarsem Singh, which is loosely based on the 
Brothers Grimm narrative of Snow White. The plot of Mirror Mirror (Singh, 2012) 
follows a similar discourse to the Grimm narrative. At the start of the film a narration 
reveals that Snow White’s mother died in childbirth after which the King re-married: 
“But over time he realized there were some things he couldn’t teach her. So he sought out 
a new queen. This queen was the most beautiful woman in the world. She was intelligent 
and strong…” (Singh, 2012).  
In this portrayal the queen, named Clementianna (Julia Roberts), first becomes a 
stepmother to Snow White (Lily Collins) and upon the King’s death comes to be her 
primary caregiver. As Snow White grows up the queen begins to plot her demise:  
Ten years passed and Snow White grew older and blossomed. But the kingdom 
fell into an icy despair as the queen realized if she wanted to remain the most 
beautiful woman in all the land well snow would have to do what snow does best. 
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Snow would have to fall (Singh, 2012). 
The queen is described by baker Margaret (Mare Winningham) as “wretched” (Singh, 
2012) and, later, as the queen consults a mirror which bears her own reflection, she is told 
she has spent so much time “supporting her vanity” that she cannot afford to turn down a 
marriage proposal (Singh, 2012). As Snow White leaves the castle she comes across 
Prince Alcott (Armie Hammer) who later ends up at the queen’s castle. In this narrative, 
the queen is nearly destitute and orders a raising of the taxes in order to pay for a grand 
ball which she hopes will convince the wealthy Prince Alcott to marry her. Prince 
Alcott’s faithful aid, Charles Renbock (Robert Emms), says that the queen “radiates 
crazy” (Singh, 2012). 
 Snow White secretly attends the ball with the aim of asking for the prince’s assistance in 
saving the kingdom from the queen. The queen discovers and removes Snow White from 
the ball. “I want her killed. She is a threat to everything. Take her to the wood and feed 
her to the beast,” (Singh, 2012). 
Similar to Disney’s Snow White and the Seven Dwarfs (1937) Snow White is allowed 
escape and the queen is led to believe that she is dead. When the queen is told of Snow 
White’s ‘death’ her mood immediately transforms to one of joy (Singh, 2012).  
As the queen’s servant, Brighton (Nathan Lane) returns to the castle with collected taxes 
from the village his sled is ambushed by dwarfs masquerading as bandits. They steal the 
money which Snow White later returns to the townspeople. This prompts Prince Alcott to 
go after the bandits but he comes across Snow White and it leads to a duel with her which 
he loses (Singh, 2012). 
Prince Alcott returns to the castle and informs the queen that Snow White is alive. She 
turns to her mirror for confirmation. The queen resorts to asking the mirror to use her 
magic to punish Brighton and to create a love potion to use on Prince Alcott. The mirror 
responds with a warning to the queen that “there is a price to magic” (Singh, 2012). In the 
narrative of the Once Upon A Time (Horowitz, A. & Kitsis, E. 2011-2016) television 
series this motif is evident throughout the seasons and is first uttered in the Fourth 
Episode of the first season by Rumpelstiltskin (Robert Carlyle). As he takes the place of 
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her fairy godmother, Rumpelstiltskin tells Cinderella (Jessie Shram) that “all magic 
comes with a price” (The Price of Gold, 2011). In Mirror, Mirror (2012) the queen 
questions the mirror about her warning: “What is this price you’re always going on 
about? Do you have to be so cryptic? I just want her [Snow White] dead” (Singh, 2012). 
The queen obtains the love potion from the mirror and slips it into Prince Alcott’s drink. 
The potion does not quite produce the effect the queen desires, but she still convinces the 
Prince to marry her. With the use of more black magic, two wooden puppets are sent after 
Snow White and the dwarfs, but they are ultimately defeated (Singh, 2012). 
As the wedding festivities between the queen and Prince Alcott commence they are 
interrupted by Snow White and the dwarfs. The guests call for the queen to be deposed 
and inform her that the Prince has been stolen by Snow White. The queen take matters 
into her own hands by saying: “If you want someone dead you have to do it yourself” 
(Singh, 2012). Elsewhere, Snow White kisses the Prince, which breaks the hold of the 
love potion over him. Soon afterward, Snow White and the queen come face-to-face and 
it is not only revealed that she controls the beast which lives in the forest but that it is in 
fact Snow White’s father (Singh, 2012). 
As the queen is defeated, she discovers that the price for magic is that she will age and 
lose her beauty. At Snow White and Prince Alcott’s wedding the queen, shrouded in a 
cloak, offers Snow a red apple as a gift. As she is about to take a bite she realizes that it is 
the queen. She cuts a piece of the apple and offers it to the queen. As the film draws to its 
conclusion the queen’s mirror shatters which restores summer to the kingdom as the 
queen vanishes and the festivities continue (Singh, 2012).     
2.8.2 Snow White and the Huntsman  
 
The 2012 film, directed by Rupert Sanders, stars Charlize Theron as Queen Ravenna, 
who is a powerful sorceress and Snow White’s (Kristen Stewart) evil stepmother 
(Sanders, 2012). 
The narrative begins in a similar fashion as that of the Brothers Grimm 1857 version in 
which the queen gives birth to a daughter who is named Snow White (Sanders, 2012). In 
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the Brothers Grimm 1857 version the queen dies in childbirth (Grimm, 1857), however, 
in the narrative of the film she falls ill several years later and subsequently passes away 
(Sanders, 2012). The kingdom is then drawn into a dark battle during which the king 
rescues an imprisoned Ravenna. The next day the king marries Ravenna and she becomes 
queen and stepmother to Snow White (Sanders, 2012). 
Ravenna kills the king on their wedding night and assumes control of the kingdom. The 
queen welcomes her brother to the kingdom as some try to escape. In the pandemonium 
Snow White also tries to escape but is stopped by the guards. Queen Ravenna has her 
mirror brought to the castle and immediately poses the question: “Mirror, mirror on the 
wall. Who is the fairest of them all?” (Sanders, 2012). The mirror informs the queen that 
she is the fairest of all and remarks that another kingdom has fallen to her glory. This 
section of the discourse differentiates from the Brothers Grimm (1812 and 1857) and 
Disney’s Snow White and the Seven Dwarfs (1937) in the fact that this version of the 
narrative depicts the character as already being a queen before she marries Snow White’s 
father, the king.  
Under queen Ravenna’s reign, the land of the kingdom dies while she keeps Snow White 
locked away in a tower. Meanwhile, the queen is shown to be eating the intestinal organs 
of birds as she reminisces on her childhood lived in poverty. Two would-be robbers are 
brought before the queen and one attempts to kill her by stabbing her with a dagger. 
However, the queen appears invincible to such attacks as she removes the dagger without 
any apparent injury to herself, after which she kills him (Sander, 2012).    
The queen later stands in front of her mirror and while noting the sagging of her skin is 
told by her brother that “magic comes at a lofty price” (Sanders, 2012). A similar theme 
is repeated in the narrative of the Mirror, Mirror (2012) film and the narrative of Once 
Upon A Time (Horowitz, A. & Kitsis, E. 2011-2016). In order to maintain her youthful 
appearance the queen absorbs the youth of a young girl (Sanders, 2012).  
The queen returns to the mirror with the question of who the fairest of all is, to which the 
mirror responds: “My queen on this day one has come of age fairer even than you. She is 
the reason your powers wane” (Sanders, 2012). The mirror reveals, upon the queen’s 
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request, that the one he refers to is Snow White. The mirror adds a warning and informs 
the queen that Snow White’s innocence and beauty can destroy her but can also be the 
queen’s salvation: “Take her heart in your hand and you shall never again need to 
consume youth. You shall never again weaken or age” (Sanders, 2012). 
The queen orders Snow White to be brought to her but she escapes the tower and the 
castle and ends up in the dark forest where the queen has no powers. The queen demands 
that her brother finds someone who can hunt Snow White in the dark forest and is 
brought a Huntsman (Chris Hemsworth) who she promises to reunite with his deceased 
wife if he can bring Snow White to her (Sanders, 2012). 
The Huntsman locates Snow White in the dark forest but is then informed by the queen’s 
brother that she does not have the power to resurrect the dead.  As a result, the Huntsman 
makes a deal with Snow White to take her to the Duke’s castle (Sanders, 2012).  
Snow White is brought to the Duke’s castle, after which she travels to a sanctuary once 
the Huntsman learns her true identity. The group, including the seven dwarfs and the 
Duke’s son, as well as Snow White’s childhood friend, William (Sam Claflin), are 
attacked by the queen’s brother and his men. During this battle the Huntsman kills the 
queen’s brother which has a severely damaging effect on the queen as her youth 
deteriorates (Sanders, 2012).  
In the Brothers Grimm 1812 and 1857 version of the narrative the queen disguises herself 
as a peddler and proceeds to offer a poisoned red apple to Snow White. However, in this 
film’s narrative, the queen disguises herself as William, Snow White’s friend, and 
presents her with a red apple. Snow White takes a bite of the apple, which is poisoned, 
however Snow White does not immediately fall unconscious. The queen transforms back 
into her own, severely aged, form and readies to take Snow White’s heart. However, 
before she can do so, the Huntsman and William discover her and she evaporates into a 
congress of ravens (Sanders, 2012). 
 As the ravens clear, Snow White falls into unconsciousness. William kisses Snow White, 
but she does not awaken and is taken to the Duke’s castle as the queen re-composes in 
her castle. As Snow White lies in repose, the Huntsman apologises for failing her and his 
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wife. He proceeds to kiss her, which breaks the curse and allows Snow White to awaken. 
She takes command of the Duke’s army and leads them into a battle against the queen, 
who has once again regained her youthful appearance as a result of consuming the youth 
of several young women (Sanders, 2012).  
Snow White proceeds to the tower where she faces off against the queen. The Huntsman, 
William and soldiers arrive but are stopped from providing assistance to Snow White by 
monsters which are conjured from the ceiling by the queen (Sanders, 2012).  
It may be argued that the queen goads Snow White into an attack by making reference to 
the king: “[C]ome and avenge your father who was too weak to raise his sword” 
(Sanders, 2012). The queen overpowers Snow White in their fight and seemingly believes 
that she has gained the upper hand. She steps into the fire and tells Snow White:  
You cannot defeat me. I’ve lived too many lives, ravaged entire kingdoms. I have 
been given powers that you cannot even fathom. I will never stop, never. I will 
give this wretched world the queen it deserves. By fairest blood it is done 
(Sanders, 2012). 
However, Snow White fights back by driving a dagger into the queen’s heart. The queen 
removes the dagger and begins to wither and finally succumbs. As the kingdom is 
restored Snow White is crowned as queen which brings the film to its conclusion 
(Sanders, 2012). 
2.8.3 Justice League of America: Queen of Fables comic book series 
 
Shirrel Rhoades, a former publisher of Marvel Comics, writes that Maxwell C. Gaines 
first invented the comic book in 1993: 
 
[W]hen Gaines invented the first four-color [sic] saddle-stitched newsprint 
pamphlet, he invented the format that would become the standard for the comic 
book industry (Rhoades, 2008). 
 
She recounts that Gaines formulated the idea for a comic book after reading the comics 
section in old newspapers: “Gaines suggested folding the tabloid in half to create a sixty-
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four-page magazine format” (Rhoades, 2008).  The first comic books, as invented by 
Gaines, did not include the familiar attributes that are now associated with the genre, 
which include original editorial content, the retail price on the cover of the book, and the 
genre of superheroes (Rhoades, 2008). 
 
DC Comics (Detective Comics) is an American comic book publisher founded in 1937, 
which is now a subsidiary of parent company Warner Brothers. Rhoades asserts that the 
company introduced Superman to the world in 1938, followed by the introduction of 
Batman in 1939 (Rhoades, 2008). Decades later in the 1960s, Batman and Superman 
would form part of a new DC Comics creation known as ‘The Justice Society of 
America’ which would later become known at the Justice League of America (Rhoades, 
2008). 
 
It is as part of The Justice League of America (2000) series that Gail Simone, Mark Waid 
and Bryan Hitch created the Queen of Fables. The Queen of Fables made appearances in 
JLA (Justice League of America) issue number 47, 48, and 49 in the years 2000 and 
2001. 
 
The story begins in the New York apparent of a mother and son who have received a 
crate from Germany, which contain an old book. It may be argued that the Germanic 
origin of the book is an acknowledgment by the writer to the Brothers Grimm, who hailed 
from Germany. As she glances through it, the mother assumes that it is a book of fairy 
tales and she offers to read one of the stories to her son” “Looks like this is a book of 
fairy tales. If I read you one, will you konk the heck out?” (Waid and Simone, 2000). It 
may be argued that the son immediately equates fairy tales with romance as he requests: 
“Nothing with kissing,” (Waid and Simone, 2000). 
 
As the mother begins to read, she comes to the realisation that the stories in the book are 
not what she expected, as the book mentions “a wood ogre who lived off the flesh of 
children” and “the devil’s schoolyard” (Waid and Simone, 2000). The mother stops 
reading as she did not expect a book of fairy tales, which she calls a “kids’ book” (Waid 
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and Simone, 2000) to include such narratives. 
 
As she closes the book and checks on her son, she finds that he has turned into a 
gingerbread-like boy. The book reopens and pages fly out of it while several creatures 
attack the mother. The pages combine in a human-like form, which frees the Queen of 
Fables character (Waid and Simone, 2000). The first illustration, as seen in Figure 5 
below, reveals a woman, bathed in a purple hue. Similar to the main antagonists in 
Sleeping Beauty (Geronimi, 1950) and Cinderella (Geronimi et al, 1959), the Queen of 
Fables appears to be a ‘woman’ of maturity, in terms of age, and her make-up paints her 
face in dramatic lines, which, it may be argued, produces and lends itself to the 
character’s a menacing disposition. (Waid and Simone, 2000). 
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Figure 5: The Queen of Fables, #47 (Waid and Simone, 2000). 
	 60	
The character is revealed to be the Evil Queen from Snow White’s story when she calls 
the mother “her”, momentarily mistaking her for Snow (Wade and Simone, 2000).   
 
2.8.4 The Fairest of Them All 
 
It may be argued that in the narratives of the Brothers Grimm’s Little Snow White (1812 
and 1857) and Disney’s Snow White and the Seven Dwarfs (1937) the reader or viewer is 
not provided with information as to the background of the queen. No detail is provided as 
to her lineage, her upbringing, or her life experience. 
However, author Carolyn Turgeon attempts to provide the queen with a background in 
her 2013 fictional novel The Fairest of Them All. Turgeon poses the question: What if 
Rapunzel was Snow White’s evil stepmother? In this novel, Turgeon attempts to 
reimagine the narratives of Rapunzel and Snow White by linking them together. Her first 
area of focus is on Rapunzel and what effect the manner in which, and by whom, she was 
raised could have had on her: 
Rapunzel is almost unbearably gorgeous, so much so that princes fall in love with 
her just catching a glimpse of her in a tower. She’s also a witch—she’s being 
raised by a witch and surely she is a witch, too (Waldherr, 2013). 
Turgeon then moves towards combining the narratives of Rapunzel and Snow White. She 
attempts to retell the two narratives in a manner which portrays the character of Rapunzel 
as becoming Snow White’s stepmother and, ultimately, the Evil Queen. In an interview 
with Kris Waldherr, Turgeon shares how she conceptualized her narrative: 
I started mixing and matching the characters a bit and realized how well the 
Rapunzel story could dovetail into the story of the evil queen from 
Snow White…What if she were to marry a widower king who had a child named 
Snow White? It seemed to me that Rapunzel might not take well to aging or to 
Snow White growing up and eclipsing her (Waldherr, 2013). 
2.9 Fan/viewer perception of the Evil Queen 
 
As a researcher it would be remiss to wholly omit the transformation that the character 
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has undergone from the perspective of the fans/viewers. As previously stated, with 
reference to the adaptations made by Disney in his 1937 film Snow White and the Seven 
Dwarfs, the characters, and specifically the character of the Evil Queen, have undergone 
several transformations as a result of who the intended audience was or is. It may be 
argued that one of the predominant reasons for the changes made by Disney was to 
ensure that Snow White and the Seven Dwarfs was a film that could be enjoyed by the 
entire family (Stringham, 2011: 30).  
In contemporary storytelling Disney’s main motivation for invoking changes is still 
relevant, as target audiences remain an important part of television and film today. With 
specific reference to television, Bryant and Oliver write that “[e]ven with the expansion 
of cable and satellite channels serving ever narrower niche audiences, most television 
programs are by commercial necessity designed to be watched by large and 
heterogeneous audiences” (Bryant & Oliver, 2009:45). 
In Disney’s version of Snow White, the Evil Queen is the main antagonist in the film. 
Despite the integral role that the character plays in the story, she may be deemed as a 
fairly one-dimensional villain due to the lack of a backstory. It can be argued that 
Disney’s depiction of the Evil Queen received very little development, especially as it 
pertains to her motivations, hence she may be considered as a character which is 
superficial and lacking depth. Vladimir Propp’s character theory suggests that a narrative 
is composed of a specific structure in which the characters are developed throughout the 
narrative (Propp, 1928). It can be argued that, in this instance, the Evil Queen would be 
characterised only as the villain, according to Propp’s theory. On the other hand, the 
adaptation of the character in the Once Upon A Time narrative offers further treatment of 
the character and this is portrayed and presented in such a manner that more than one of 
Propp’s seven characters can be identified in it.  
The manner in which the narratives of contemporary television series and films are 
developed for today’s audiences could be seen as a further motivation for the adaptation 
and transformation of the character. Jason Mittel (2006) argues that “a new form of 
entertainment television has emerged over the past two decades…[T]his model of 
television storytelling is distinct for its use of narrative complexity as an alternative to the 
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conventional episodic and serial forms.” The use of narrative complexity is not only 
confined to contemporary media and its audience, but has been a hallmark of fairy tales 
for some time. In direct reference to fairy tales, Jack Zipes (2006) explains that “with 
each retelling the tale touches on basic instincts and moral codes and also adapts itself to 
the environment in which it is produced.” 
As result of the more complex style of television storytelling, it can be argued that the 
character of the Evil Queen has been transformed to fit with the “new form of 
entertainment” (Mittel, 2006). In addition, Once Upon A Time’s version of the Evil 
Queen has leant itself to a change of insight that can be seen in the perception that the 
fans have of the character.  
In order to successfully understand how the fans’/viewers’ insight and perception of Once 
Upon A Time’s version of the Evil Queen has evolved, a phenomenological approach 
may be employed. In order to provide a clear organisational structure to this approach, a 
descriptive coding method will be used.  
The motive for the use of this specific approach is because phenomenology can be used 
to investigate how human beings, through their words, experience a particular 
phenomenon (Given, 2008).  
The Once Upon A Time Fan Blog, the Once Upon A Time thread on the Fan Forum 
website, and subsequent comments on SpoilerTV Plus from spoilertv.com have been 
selected as the primary sources of data collection for this argument. The comments 
selected for analysis will correlate specifically to the Evil Queen Character arc as it is 
presented in the first five seasons of Once Upon A Time.  
For the purpose of identifying specific themes in the discourse and narrative of the 
character, as depicted in Once Upon A Time, six key descriptive themes have been 
formulated. The first theme to be identified and utilised as a means of establishing the 
fans/viewers perception is ‘dislike’. It can be argued that by identifying the theme of 
‘dislike’ the perception of a negative feeling towards the character’s actions and 
behaviour can be established. The second theme is that of ‘sympathy’ as it pertains to the 
potential expression of compassion towards the character.  
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The third theme is ‘understanding’. In this instance the theme of ‘understanding’ refers to 
an expression of willingness to tolerate and justify the character’s behaviour and actions. 
The fourth formulated theme of ‘advocacy’ will endeavour to identify instances in the 
fans/viewers comments which specifically demonstrates support for the character.   
The fifth theme of ‘taking sides’ is defined as the deliberate selection of siding with the 
character in opposition to the other characters. The sixth and final theme of ‘acceptance’ 
pertains to acquiescence to the character, the character’s traits, and the character’s 
background.  
In order to successfully analyse the potential shift of the fans/viewer’s perception of the 
Evil Queen character, these six themes will be highlighted and identified in the comments 
written by the fans/viewers on the Once Upon A Time Fan Blog, the Once Upon A Time 
thread on the Fan Forum website, and the comments section of SpoilerTV Plus from 
spoilertv.com.   
In the Fourth Season of Once Upon A Time (2014) the character of the Snow Queen 
(Elizabeth Mitchell), also referred to as the Ice Queen, is introduced to the narrative. The 
character is loosely based on a Danish fairy tale written by Hans Christian Andersen, as 
the arc in the Once Upon A Time (2014) narrative includes the spell of shattered sight 
from Andersen’s original story (Shattered Sight, 2014). 
The Snow Queen’s arc in Once Upon A Time (2014) stretches over ten episodes, during 
which it could be argued that the perception of the character experiences some 
transformation. Initially, the manner in which Once Upon A Time’s Snow Queen, named 
Ingrid (Elizabeth Mitchell), is portrayed suggests that she is villain. It can be argued that 
the fan/viewer perception match this.  
On the Spoiler TV Plus web page one viewer comments in reference to the Snow 
queen/Ingrid character: “It was totally obvious that Elsa and the Snow Queen are related 
and are niece/aunt. But her framing Elsa for all the chaos that is going on in Storybrooke 
right now was messed up. Talk about an evil aunt!” (Justin Valdes, 2014). It can be 
argued that the theme of ‘dislike’ can be identified in this comment as the fan/viewer 
describes the character as evil.  
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However, as the character’s arc progresses it may be argued that the perception amongst 
fans/viewers begins to transform. On FanForum.com several fans/viewers share a change 
of perception towards the character. sherry02 writes:  
I agree, I love her so far. It seems to me that there is almost a sadness to her 
though. She doesn't seem to be driven by anger or power like some of the other 
villains we've seen. When she said that line about wanting a family that loves her, 
I thought she could possibly end up being a sympathetic villain, where what she 
wants is not wrong, but how she goes about getting it is (sherry02, 2016).  
In this instance it could be argued that the theme of ‘understanding’ is detectable in the 
fan/viewer perception of the character. Similarly, fox24 comments: “I did feel bad for 
Ingrid she was good before she was sucked in the urn. Her sister death was an accident” 
(fox24, 2014). In this comment, the theme of ‘sympathy’ is recognisable as the 
fan/viewer expresses consideration for what the character has endured.   
In Disney’s Cinderella (1959) the character of the Fairy Godmother appears to the main 
character, Cinderella, and transforms her tatty clothing into a beautiful sparkling gown fit 
for the ball (Geronimi et al., 1959). Due to this it may be argued that the character of the 
Fairy Godmother is not evil or wicked and therefore the perception of this character is 
that she is, arguably, wholesome and good.  
However, In the 2004 animated film Shrek 2 (Adamson et al, 2004) the character of the 
Fairy Godmother is portrayed as evil as she hatches a plot for one of the main characters, 
Fiona, to marry her son, Charming. Various viewers commented on a 2014 YouTube clip 
entitled Shrek 2 The Fairy Godmother Song (2014). 
One viewer commented: “I’m not gonna lie. Even though shes evil she has to be one of 
my favorite villains/ shrek characters [sic]” (noel996, 2016). It may be argued that the 
theme of ‘acceptance’ can be identified in this comment, as the viewer is willing to set 
aside the fact that the character is evil and accept her, despite the fact that they believe 
her to be a villain in the narrative.  
Further, another viewer says “[a]s if Fairy godmother is a villain, Shrek was kind of rude 
to her not saying a proper hello being sarcastic” (Henry Lechmere, 2016). In this instance 
it could be argued that the theme of ‘taking sides’ can be identified as the viewer, through 
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their comment, sides with the Fairy Godmother. 
It may be argued that the abovementioned comments depict a clear change in perception 
of the character of the Fairy Godmother: From the character’s perceived wholesomeness 
and goodness in Disney’s Cinderella (1959) to the transformed perception that viewers 
expressed about the character in Shrek 2 (Adamson et al, 2004).  
It may be argued that the developing discourse and narrative of these character has played 
a role in the evolution of fans’/viewers’ perception of the characters. 
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CHAPTER 3 – RESEARCH DESIGN AND METHOD 
 
3.1 INTRODUCTION  
This chapter outlines the research methodology of this paper. The primary research was 
conducted by utilising an in-depth qualitative content analysis of the written text of the 
Brothers Grimm’s Little Snow White (1812 and 1857), Walt Disney’s Snow White and the 
Seven Dwarfs (1937) film and specifically identified episodes of the first five seasons of 
the Once Upon A Time (Horowitz, A. & Kitsis, E. 2011-2016) television series. In 
addition, a qualitative content analysis of selected contemporary films and narratives, in 
which the motif of the character is presented, have been analysed. These narratives 
include the 2012 films Mirror, Mirror and Snow White and the Huntsman, DC Comic’s 
Justice League of America: Queen of Fables series (2000-2001), and Carolyn Turgeon’s 
2013 fictional novel The Fairest of Them All.  
Klaus Krippendorff (2004) writes that “mass communication is the archetypal domain of 
content analysis…Typically, mass-media materials call for more reading than any single 
person can handle.” Thus Krippendorff maintains that the analysis undertaken requires 
“an analytical focus in terms of which the researcher can construct a suitable context for 
analysis” (Krippendorff, 2004). 
Furthermore, David de Vaus (2001) writes the following: 
[R]esearch design is not related to any particular method of collecting data or any 
particular data. Any research design can, in principle, use any type of data 
collection method and can use either quantitative or qualitative data. Research 
design refers to the structure of an enquiry: it is a logical matter rather than a 
logistical one. 
 
3.2 Research Framework 
To illustrate the transformation of the Evil Queen character from the original narrative of 
the Brothers Grimm’s Little Snow White (1812 and 1857) and Disney’s Snow White and 
the Seven Dwarfs (1937), it is intended that the research will utilise Steven Swann Jones’ 
(1990) new comparative method. Swann Jones’ method includes what he describes as 
nine episodes, namely; origin, jealousy, expulsion, adoption, renewed jealousy, death, 
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exhibition, resuscitation, and resolution. Swann Jones writes that each of these episodes 
can be found in the story of Snow White and states that the common elements found in a 
specific narrative are called “episodes”. He proposes that the identification of these 
episodes forms the basis for defining what type of story Snow White is and how it differs 
from other narratives (Swann Jones, 1990). 
The method of applying the nine episodes to all three versions of the Evil Queen 
character allows for the structured analysis of the transformation this character through 
these versions. 
However, while Swann Jones’ comparative method is an acceptable analytical tool for 
the transformation between the Grimms’ Evil Queen and Disney’s 1937 version, it is not 
sufficient in analysing the Evil Queen character in the five seasons of her portrayal in the 
Once Upon A Time television series. Whilst Swann Jones’ method may be adequate to 
analyse the First Season of the Evil Queen character in Once Upon A Time, it becomes 
insufficient as the character undergoes further transformation in the ensuing seasons 
throughout the series. 
To establish the traits of the contemporary fairy tale character, with specific focus on the 
character creation and evolution of Once Upon A Time’s Evil Queen, Vladimir Propp’s 
seven character theory will be applied to the traits and actions of the character as she is 
portrayed in the five seasons of the television series. In addition to Propp’s seven 
character theories, he further identified 31 functions by which he maintains, “all fairy 
tales are of one type in regard to their structure” (Propp, 1968). Therefore, Propp’s theory 
will be applied in order to identify the structure as it pertains to these 31 functions. 
In order to successfully understand how the fans’/viewers’ insight and perception of Once 
Upon A Time’s version of the Evil Queen have evolved, it becomes pertinent for the 
research to utilise a phenomenological approach. According to Given, “[p]henomenology 
is the reflective study of prereflective or lived experience” (Given, 2008).  
The motive for the use of this specific approach is that phenomenology can be used to 
investigate how human beings, through their words, experience a particular phenomenon 
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(Given, 2008).  
In order to provide an organisational structure to the phenomenology, a descriptive 
coding system will be used as a method to identify consistent and specific themes, topics 
and ideas throughout the fans’/viewers’ comments. According to Given, “[t]he coding 
process refers to the steps the researcher takes to identify, arrange, and systematize the 
ideas, concepts, and categories uncovered in the data. Coding consists of identifying 
potentially interesting events, features, phrases, behaviours, or stages of a process and 
distinguishing them with labels” (Given, 2008). 
In order to analyse the development and motif of the character through a close 
examination of different contemporary media and narratives, a qualitative and contextual 
analysis and examination will be conducted. The data that will be used for the qualitative 
analysis already exists and, as such, there is no need to conduct human research. As a 
result this precludes the need for ethical clearance.  
3.3 Research Question 
How has the original characterisation and depiction of Snow White’s Evil Queen been 
transformed from traditional folklore through to contemporary television storytelling? 
3.4 Research Aims and Objectives 
3.4.1 Aim 
 
The aim of this research is to examine the original rendition of the folklore character of 
the Evil Queen, as introduced by the Brothers Grimm recording of Snow White and the 
Seven Dwarfs (1812 and 1857) and to analyse how this character has transformed from 
her original depiction in the 1812 version to Disney’s 1937 interpretation in the Snow 
White and the Seven Dwarfs film, with a further analysis of the contemporary television 
version in ABC’s television series Once Upon A Time (Horowitz, A. & Kitsis, E. 2011-
2016). 
3.4.2 Objectives 
 
1. To outline the transformation of the character of the Evil Queen from folklore to 
contemporary television storytelling. 
	 69	
 
2. To establish the character traits of the contemporary fairy tale interpretation of the 
character with specific focus on the character creation and evolution of Once Upon A 
Time’s Evil Queen. 
 
3. To analyse the development and motif of the character through a close examination 
of different contemporary media and narratives. 
3.5 Data to be analysed 
The data collected for the purpose of this research will be analysed according to the 
theories presented in Chapter Two, namely, the new comparative method of Steven 
Swann Jones and Vladimir Propp’s character theory. In order to ascertain the potential 
change in fans’/viewers’ perception of the character a phenomenological approach will 
be used, while a descriptive coding system will be used as a method to identify consistent 
and specific themes, topics and ideas throughout the fans’/viewers’ comments.  
To understand the original creation of this character and her motives, a reading of Jacob 
and Wilhelm Grimm’s Snow White and the Seven Dwarfs (1812 or 1857?) will be 
undertaken. In addition, an in depth analytical and contextual viewing of Walt Disney’s 
1937 film Snow White and the Seven Dwarfs will be conducted, in order to ascertain the 
transformation of the character into its first film version.  
Further to this, a viewing of the most recent, relevant and contemporary version of the 
original folklore will be examined with a close analysis of the Evil Queen character. This 
will be conducted through viewing the television series Once Upon A Time. Specific 
episodes of each of the five seasons of the series will be selected for analysis, in order to 
fully understand and establish the transformation of the selected character.  
The 2012 films Mirror, Mirror (Singh, 2012) as well as Snow White and the Huntsman 
(Sanders, 2012) have been selected as a representation of the motif in film. In addition, 
the Queens of Fables comic book series, as first published by DC Comics in 2000, as 
well as Carolyn Turgeon’s 2013 novel, The Fairest of Them All, have been selected as 
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representations of how the motif has been presented in different illustrations and written 
texts.  
In order to establish and analyse the potential change in the fans’ perception of the 
character The Once Upon A Time fan blog, the Once Upon A Time thread on the Fan 
Forum website, and subsequent comments on SpoilerTV Plus from spoilertv.com have 
been selected as the primary sources for data collection for this argument. The comments 
selected for analysis will correlate specifically to the Evil Queen character arc as it is 
presented in the first five seasons of Once Upon A Time.  
3.5.1 Sources of data analysed 
Several sources of data have been utilised including written texts, films, television series 
episodes, and user fora.  
 
3.6 Ethical Considerations 
As the research was conducted through literary review and content analysis, there were 
no ethical considerations as the data is freely available. All references are indicated in the 
reference and reading list.   
 
3.7 Research Design  
A qualitative approach was utilized in order to gather the necessary data for this research 
paper. In order to establish and identify Vladimir Propp’s character theory in the narrative 
of the Evil Queen character, an in depth content analysis was conducted on the first five 
seasons of the Once Upon A Time (Horowitz, A. & Kitsis, E. 2011-2016) television 
series.   
 
Each episode has been viewed in an attempt to identify which of Propp’s 31 
morphological functions of the dramatis personae were apparent. 
3.8 Limitations of Study 
The number of narratives selected for analysis limits the study. All narratives were 
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selected on the basis of their inclusion and representation of the Evil Queen character.  
A more comprehensive deduction could have been made if Once Upon A Time had 
concluded all of its narratives. However, Once Upon A Time is currently airing its Sixth 
Season in the United States.  
Furthermore, Vladimir Propp’s character theory and 31 functions focus on a complete 
narrative. As the narrative and discourse of the Evil Queen character is still being told 
through the Once Upon A Time television series it remains incomplete.  
 
3.9 Conclusion 
The literature review and contextual analysis of the identified data worked in 
combination to reach the aforementioned objectives and to answer the research question 
as set out in this chapter.   
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CHAPTER FOUR – FINDINGS AND DATA ANALYSED 
 
The method of Steven Swann Jones, as set out in The New Comparative Method: 
Structural and Symbolic Analysis of the Allomotifs of “Snow White” (1990) identifies 
nine episodes by which the narrative of Snow White can be analysed and during which a 
specific order to the narrative can be identified.  
4.1 Episode One - Origin 
The first episode details the start of the narrative, which customarily offers a setting and 
specifies a context and background of the characters involved in the story.   
4.1.1 The Brothers Grimm 1812 version of Little Snow White  
 
In this first version of Little Snow White the beginning of the narrative does not provide a 
complete context of background for the characters. Instead it describes only the weather, 
which is wintery.  
At the inception, the location of the narrative is not described nor is there any indication 
of the Queen dying shortly after giving birth to Snow White. As the narrative progresses 
there is, at no point, any reference to a stepmother. The story begins as follows: 
Once upon a time in mid-winter, when the snowflakes were falling like feathers 
from heaven, a beautiful queen sat sewing at her window, which had a frame of 
black ebony wood. As she sewed, she looked up at the snow and pricked her 
finger with her needle. Three drops of blood fell into the snow. The red on the 
white looked so beautiful, that she thought, "If only I had a child as white as 
snow, as red as blood, and as black as this frame." Soon afterward she had a little 
daughter that was as white as snow, as red as blood, and as black as ebony wood, 
and therefore they called her Little Snow-White (Grimm, 1812). 
As there is no mention of the Queen dying or the King re-marrying, the narrative suggests 
that it is Snow White’s biological mother who, throughout the remainder of the narrative, 
plots the demise of her daughter. In this way, the stepmother is wholly eliminated from 
the story. According to Davidson and Chaudhri (2003), the reason for the change of the 
antagonist from Snow White’s biological mother to her stepmother was made to protect 
the image of the mother. They state that, “[t]he change of mother to stepmother…seems 
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to…reflect a peculiarly protective and idealised view of the mother figure” (Davidson 
and Chaudhri, 2003). 
The narratives collected by the Brothers Grimm stemmed mostly from traditional oral 
stories that they came across in various communities. The changing of narrative, 
discourse, and character was not uncommon practice for the Brothers Grimm:  
As the Grimms continued collecting tales, principally from oral sources and from 
people outside their own immediate circle, they constantly encountered variant 
versions of tales that the already knew and thus has to make some judgment about 
how to treat them (Davidson and Chaudhri, 2003). 
The narrative moves forward from this point to where the Queen, Snow White’s biological 
mother, consults her mirror in order to confirm her beauty: 
Now the queen was the most beautiful woman in all the land, and very proud of 
her beauty. She had a mirror, which she stood in front of every morning, and 
asked: 
 
Mirror, mirror, on the wall,  
Who in this land is fairest of all?  
 
And the mirror always said:  
 
You, my queen, are fairest of all. 
 
And then she knew for certain that no one in the world was more beautiful than 
she (Grimm, 1812). 
 
While the opening section of the narrative provides insufficient contextual information 
about the setting or characters, it may be argued that this scene, in which the queen 
consults her mirror, lends itself to interpretation and provides some insight into the 
character of the queen.  
It can be further argued that the queen, although described as beautiful (Grimm, 1812), 
does not appear to be completely convinced of her beauty and therefore seeks external 
confirmation from her mirror in order to solidify and validate her beauty. The text 
describes that the queen “had a mirror, which she stood in front of every morning” 
(Grimm, 1812) suggesting that the queen’s need for external confirmation of her beauty 
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and her own, perhaps mild, self-doubt, is something which has been enduring.  
As there is no mention of a King in the beginning of the narrative there is, at least 
initially, a potential uncertainty as to who Snow White’s father could be.  
4.1.2 The Brothers Grimm 1857 version of Little Snow White 
 
In this version of the Brothers Grimm narrative, the contextual background of the story is 
still lacking, however this story provides the potential for an appreciably different 
interpretation and experience. The 1857 version states:  
Soon afterward she had a little daughter who was as white as snow, as red as blood, 
and as black as ebony wood, and therefore they called her Little Snow-White. And 
as soon as the child was born, the queen died (Grimm, 1857). 
After the queen dies, the narrative describes that the King re-marries a year later. 
Folklorist Jack Zipes attributes this change to the Brothers Grimm’s need to protect the 
image and sanctity of motherhood (Zipes, 2014).  
Psychologist Bruno Bettelheim does not attempt to provide a reason for the change but 
rather provides an explanation for the potential influence that a parent’s death could have 
on the reader. He writes that harmless stories are the ones, which do not mention death or 
question the limits of our existence: 
The fairy tale, by contrast, confronts the child squarely with the basic human 
predicaments. For example, many fairy stories begin with the death of a mother 
or father; in these tales the death of the parent creates the most agonizing 
problems, as it (or the fear of it) does in real life (Bettelheim, 1976). 
4.1.3 Walt Disney’s 1937 Snow White and the Seven Dwarfs 
 
In Disney’s adaptation of the narrative, there is no mention of Snow White’s birth mother 
or of her father, nor is there any indication of her childhood. Furthermore, there is no 
contextual basis for how the queen came to be Snow White’s stepmother. As a 
consequence, this narrative appears to suggest that the queen has been her stepmother 
from the onset. It may be argued that the omission of Snow White’s biological family 
was a tactic utilised in order to portray Snow White as an isolated victim of the queen 
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who is described as “evil” and who forces her to wear rags and work as a maid (Cottrell 
et al, 1937).  It may further be argued that the queen forces Snow White to work as a 
maid in order to impose a form of dominance over her and to establish herself as the one 
in control and as superior to Snow White.  
4.2 Episode two – Jealousy 
The second episode in the narrative is jealousy. It may be argued that where it pertains to 
the narrative of Little Snow White (Grimm, 1812) it refers to the queen’s jealousy of 
Snow White’s beauty and specifically the notion that Snow White is the fairest of all.  
4.2.1 The Brothers Grimm 1812 and 1857 version of Little Snow White 
  
In both versions of the Brothers Grimm narrative there is no fundamental difference  in 
how the queen experiences jealousy.  
In both versions of the narrative it may be argued that the first instance in which queen’s 
jealousy of Snow White and her beauty becomes evident is at the point in the narrative 
when her mirror informs her that someone else is fairer than she is:   
Now Snow-White grew up, and when she was seven years old, she was so 
beautiful, that she surpassed even the queen herself. Now when the queen asked 
her mirror: 
 
Mirror, mirror, on the wall, 
Who in this land is fairest of all? 
 
The mirror said: 
 
You, my queen, are fair; it is true. 
But Little Snow-White is still 
A thousand times fairer than you. 
 
When the queen heard the mirror say this, she became pale with envy, and from 
that hour on, she hated Snow-White (Grimm, 1812). 
 
It is the queen’s jealousy of Snow White’s beauty that is the main catalyst which drives 
her hatred and which compels her to invent numerous plans to end Snow White’s death. 
The fact that the reader is told that “her [the queen’s] jealousy gave her no peace” 
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(Grimm, 1812) further suggests that she is completely consumed by her jealousy.   
4.2.2 Walt Disney’s 1937 Snow White and the Seven Dwarfs 
 
In this version of the narrative it may be argued that the Snow White’s attire, which is 
torn and appears as if it has endured several attempts at patching it, as shown in Figure 6, 
is a deliberate method used by the queen to diminish Snow White’s aesthetic appeal. 
Contrarily the queen, as shown in figure 7, is outfitted in a fitted dress, a billowing deep 
purple cape, and jewels. Amongst the queen’s jewelry is a golden crown on her head, 
which serves as an indicator to her royal title as queen. In contrast, Snow White’s own 
royal title of princess is not represented by her attire, which is a dress reduced to rags.  
This could be seen as a physical manifestation of the queen’s jealousy.  
 
 
 
 
 
 
 
 
 
Figure 6: Snow White in rags (Cottrell, W., et al, 1937). 
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Figure 7: The Queen (Cottrell, W., et al, 1937). 
4.3 Episode three - Expulsion 
The third episode (expulsion) is in reference to the leaving of home or substituting a 
place of familiarity for one with which the character may be unacquainted. 
4.3.1 The Brothers Grimm 1812 version of Little Snow White  
 
The queen expels Snow White from her home by summoning the huntsman and ordering 
him to take her into the forest and kill her. However, she does not only order Snow 
White’s death but demands that the huntsman bring back her lungs and liver as proof that 
he has killed her:  
Take Snow-White out into the woods to a remote spot, and stab her to death. As 
proof that she is dead bring her lungs and her liver back to me. I shall cook them 
with salt and eat them. The huntsman took Snow-White into the woods. When he 
took out his hunting knife to stab her, she began to cry, and begged fervently that 
he might spare her life, promising to run away into the woods and never return 
(Grimm, 1812). 
4.3.2 The Brothers Grimm 1857 version of Little Snow White  
 
In the later version of the narrative there is a differentiation in the discourse between the 
huntsman and Snow White as he prepares to kill her: 
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The huntsman obeyed and took Snow-White into the woods. He took out his 
hunting knife and was about to stab it into her innocent heart when she began to 
cry, saying, “Oh, dear huntsman, let me live. I will run into the wild woods and 
never come back.” Because she was so beautiful the huntsman took pity on her, 
and he said, “Run away, you poor child” (Grimm, 1857). 
In this instance it may be argued that the inclusion of dialogue from Snow White has the 
potential ability to garner an instinctually sympathetic reaction from the reader. On the other 
hand, the 1812 version leaves Snow White’s actions and behaviour towards the huntsman open 
to interpretation. Due to this lack of discourse between the two characters it  could, arguably, 
cause the reader to not attribute as much attention to the scene.   
4.3.3 Walt Disney’s 1937 Snow White and the Seven Dwarfs 
 
In the film version of the narrative, the queen summons the huntsman and similarly 
orders him to take Snow White into the forest and kill her: “Take her far into the forest. 
Find some secluded glade where she can pick wildflowers. And there my faithful 
huntsman you will kill her!” (Cottrell, W, et al, 1937). The huntsman acquiesces to the 
queen’s orders 
In the narrative of the written text, the huntsman does not address the queen. However, 
upon hearing the queen’s orders in Disney’s film version the huntsman appears to be 
appalled at the orders: “But, Your Majesty, the little Princess!” (Cottrell et al, 1937). 
Nevertheless, the queen immediately dismisses the huntsman’s shock as she threatens 
him with a penalty if he does not comply with her wishes: “Silence! You know the 
penalty if you fail. But to make doubly sure you do not fail bring back her heart in this” 
(Cottrell et al, 1937). The queen presents the huntsman with a box, which appears to have 
an emblem of a sword piercing a heart.  
The huntsman takes Snow White into the forest but as he removes his dagger and readies 
to kill her he changes his mind: “I can’t, I can’t do it. Forgive me. I beg of Your 
Highness, forgive me” (Cottrell et al, 1937). Snow White appears frightened and unaware 
that it is the queen who wants her dead, until the huntsman informs her:  “She’s mad, 
she’s jealous of you! She’ll stop at nothing!” (Cottrell, W et al, 1937). 
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It may be argued that the queen’s intention is to expel Snow White from her home by 
killing her. The role that the huntsman plays in Snow White’s expulsion from her home is 
to send her off into the woods: “Now, quick, child, run. Run away, hide! In the woods! 
Anywhere! Never come back! Now, go. Go! Go!” (Cottrell et al, 1937). 
4.4 Episode four – Adoption 
 
This episode follows directly from the previous episode of expulsion and describes the 
acceptance of the character in her new surroundings. 
4.4.1 The Brothers Grimm 1812 version of Little Snow White 
 
As the huntsman releases Snow White, she travels through the forest until she happens 
upon a small house. She enters, finds it to be neat and tidy, and has something to eat and 
drink before falling asleep (Grimm, 1812).  
The dwarfs return home and find Snow White asleep but do not wake her. When she does 
finally awaken she explains her story to the dwarfs. The dwarfs take pity on Snow White 
but they present several conditions to her for staying in the little house:  
The dwarfs pitied her and said, “If you will keep house for us, and cook, sew, 
make beds, wash, and knit, and keep everything clean and orderly, then you can 
stay here, and you'll have everything that you want. We come home in the 
evening, and supper must be ready by then, but we spend the days digging for 
gold in the mine” (Grimm, 1812). 
In this case it may be argued that Snow White’s acceptance into her new surroundings 
comes with conditions which, if not met, would result in her being expelled once more.  
4.4.2 The Brothers Grimm 1857 version of Little Snow White  
 
As Snow White comes to the little house, the narrative in the 1857 version is generally 
parallel to the 1812 version. In this version the dwarfs find Snow White asleep in their 
beds and do not wake her. The next morning she wakes and is frightened to see seven 
dwarfs (Cottrell, W et al, 1937).  
The dwarfs present Snow White with the same conditions as in the earlier version of the 
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narrative mentioned above. In exchange for cooking and cleaning and sewing she is 
allowed to stay (Grimm, 1857). Therefore, she is conditionally, accepted into her new 
surroundings.   
4.4.3 Walt Disney’s 1937 Snow White and the Seven Dwarfs 
 
As Snow White makes her way through the forest, seemingly with the help of the 
woodland animals, she comes across a cottage. She states, “Oh, it’s adorable! Just like a 
doll’s house” (Cottrell, W et al, 1937). Without seeing the inside of the cottage, 
establishing her surroundings, or ascertaining who lives in the cottage, Snow White 
proclaims, “I like it here” (Cottrell, W et al, 1937). 
She proceeds to look through the window and knock on the door. She enters the cottage 
after guessing that no one is home (Cottrell, W et al, 1937). It may be argued that Snow 
White’s discourse and behaviour in this section of the narrative reveals the naïvety of the 
character by the fact that she has no qualms about entering a stranger’s house, despite 
being callously expelled from her own.   
Snow White proceeds to look around the interior of the cottage and finds it to be 
dishevelled and dirty. She surmises that the inhabitants of the cottage may allow her to 
stay if she cleans it (Cottrell, W et al, 1937).  The dwarfs return to find Snow White 
asleep in one of their beds. Initially the dwarfs appear to be slightly afraid of Snow 
White, however, she soon gains their favour by offering her services: “If you let me stay 
I’ll keep house for you. I’ll wash, sew, and sweep, cook” (Cottrell, W et al, 1937).  
The dwarfs accept Snow White’s offer with enthusiasm: “Hooray! She stays!” (Cottrell, 
W et al, 1937). While Snow White is accepted into her new surroundings the character is 
still in the subservient role of being a servant to the dwarfs. However, it may be argued 
that this is markedly different to being the queen’s scullery maid in that, in her new 
surroundings, Snow White has offered her services rather than be forced into the 
scenario.  
4.5 Episode five - Renewed Jealousy  
This episode sees the re-affirmation of revenge after the first failure of the main 
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antagonist of the narrative.  
 
4.5.1 The Brothers Grimm 1812 version of Little Snow White 
 
While the reader is aware that Snow White is alive, the queen is not. She therefore 
believes that she is one again “the most beautiful woman in the land” (Grimm, 1812). 
The next morning she asks her mirror for confirmation: 
The queen thought that she was again the most beautiful woman in the land, and 
the next morning she stepped before the mirror and asked: 
Mirror, mirror, on the wall, who in this land is fairest of all? 
The mirror answered once again: 
You, my queen, are fair; it is true. But Little Snow-White beyond the seven 
mountains 
Is a thousand times fairer than you (Grimm, 1812). 
The queen immediately realises that the huntsman has deceived her and her jealousy of Snow 
White’s greater beauty is instantly renewed. Her renewed jealousy precipitates the return of her 
homicidal tendencies and she begins to devise a plan to kill Snow White (Grimm, 1812). 
4.5.2 The Brothers Grimm 1857 version of Little Snow White 
  
Similarly, in this later version of the Brothers Grimm narrative, the queen learns that the 
huntsman has misled her: 
This startled the queen, for she knew that the mirror did not lie, and she realized 
that the huntsman had deceived her, and that Snow-White was still alive. Then 
she thought, and thought again, how she could kill Snow-White, for as long as 
long as she was not the most beautiful woman in the entire land her envy would 
give her no rest (Grimm, 1857). 
It may be argued that the queen’s renewed jealousy of Snow White’s greater beauty is 
intensified at this point in the narrative. Initially, she appeared content to order someone else to 
kill Snow White. However, as this plan does not reach her desired conclusion, her jealousy is 
not only renewed but also dramatically intensified as she now takes it upon herself to kill Snow 
White.  
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4.5.3 Walt Disney’s 1937 Snow White and the Seven Dwarfs 
 
In the film version of the narrative the queen goes to her mirror and, with what she 
believes to be Snow White’s heart in the box, asks: “Magic mirror on the wall, who now 
is the fairest one of all?” (Cottrell et al, 1937) to which the mirror responds that Snow 
White is the fairest of all (Cottrell et al, 1937).   
Unlike the discourse in the Brothers Grimm versions (1812 and 1857), the queen does not 
instantly accept the mirror’s answer: “Snow White lies dead in the forest. The huntsman 
has brought me proof. Behold her heart” (Cottrell,W et al, 1937). It is only after a second 
confirmation from the mirror that Snow White is alive that the queen realises that she has 
been deceived (Cottrell et al, 1937). 
4.6 Episode six – Death 
The death episode refers to the antagonist’s, normally murderous, plot against the 
protagonist in the narrative. 
4.6.1 The Brothers Grimm 1812 version of Little Snow White 
 
As the queen learns that Snow White is still alive, she proceeds to take matters into her 
own hands, arguably to ensure that Snow White is killed and the queen herself is once 
again regarded as the fairest of all:  
She began to plan immediately how she might kill her, because she would have 
no peace until the mirror once again said that she was the most beautiful woman 
in the land. At last she thought of something to do. She disguised herself as an old 
peddler woman and coloured her face, so that no one would recognize her, and 
went to the dwarf's house (Grimm, 1812). 
In conjunction with disguising herself as an old peddler, the queen attempts to sell a lace 
bodice to Snow White (Grimm, 1812). Snow White believes that the old woman means 
well and allows her inside. She attempts to try on the lace bodice, during which the queen 
tells Snow White that it is not laced up correctly. The queen takes hold of the laces and 
pulls them tight enough so that it cuts off Snow White’s ability to breathe. Snow White 
falls down as if she is dead and the queen leaves, satisfied, thinking that she has achieved 
her goal. However, the dwarfs return home to find Snow White on the floor. They cut the 
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bodice and Snow White is revived (Grimm, 1812). 
The queen learns from her mirror that Snow White is still alive and, undeterred from her 
objective, sets up a new method with which to kill her. The queen disguises herself 
differently and makes a poisoned comb. Again the queen travels to the dwarfs’ house, but 
this time Snow White is reluctant to open the door to a stranger (Grimm, 1812). 
However, as soon as the queen, in disguise, takes the comb out and Snow White sees how 
it glistens, she opens the door and buys the comb (Grimm, 1812). As soon as the comb is 
placed in Snow White’s hair she falls down dead and the queen leaves, once more 
believing that she has succeeded (Grimm, 1812). The dwarfs return home and remove the 
comb from Snow White’s hair, which leads to her awakening and a promise that she will 
not to let anyone into the house again (Grimm, 1812). 
These two attempts made by the queen (the lace bodice and poisoned comb) are 
significant in the fact that both items are objects that could be seen as external 
enhancements of a woman’s appearance or beauty. It may be argued that Snow White, in 
addition to the queen, also places importance on her beauty but does so, arguably, at a 
lesser intensity than the queen.  
The third and final attempt that the queen makes on Snow White’s life involves a 
poisoned apple. Snow White is now most reluctant to trust a stranger, which incites a 
form of manipulation from the queen. Aesthetically, the red poisoned apple is “red and 
beautiful” (Grimm, 1812) whilst fundamentally being deadly beneath the surface. 
It may be argued that the poisonous apple can be seen as a representation of the queen 
herself. The queen is considered the fairest in all the land until Snow White usurps her, 
which suggests that she is outwardly beautiful. However, as she becomes envious and 
jealous of Snow White’s beauty, her inner self is revealed to be murderous and 
despicable. Similar to the Queen, the apple is aesthetically pleasing on the outside but 
toxic beneath the surface.  
The queen manipulates Snow White by slicing the apple in two and eating a part of it, so 
as to prove that it is safe. However, the queen had made the apple in such a manner that 
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only one half of it was poisonous (Grimm, 1812). Snow White takes a bite of the apple 
and falls to the ground. The queen leaves and the dwarfs return home to find Snow White 
on the floor:  
That evening the dwarfs returned home from the mines. Snow-White was lying 
on the floor, and she was dead. They loosened her laces and looked in her hair for 
something poisonous, but nothing helped (Grimm, 1812). 
On this occasion the dwarfs are unable to resuscitate Snow White and they mourn her 
death for three days (Grimm, 1812). 
4.6.2 The Brothers Grimm 1857 version of Little Snow White 
 
The first attempt that the queen makes to kill Snow White in this version is similar to the 
1812 version of the narrative, in that she disguises herself and sells a lace bodice to Snow 
White (Grimm, 1857). Snow White is unable to breathe after the queen tightens the laces 
but is saved by the dwarfs.  
The second attempt, during which the queen uses a poisoned comb, follows a similar 
narrative to that of the 1812 version. However, in this version of the story the Brothers 
Grimm include the element of witchcraft: “Then with the art of witchcraft, which she 
understood, she made a poisoned comb” (Grimm, 1857). 
In addition, the manner in which the queen disguises herself differs from the 1812 
narrative. In this point of the narrative the queen changes form which, arguably, suggest a 
further use of witchcraft: “Then she disguised herself, taking the form of a different old 
woman,” (Grimm, 1857). 
4.6.3 Walt Disney’s 1937 Snow White and the Seven Dwarfs 
 
One of the most noteworthy aspects of the Disney version is the reduction of the queen’s 
attempts on Snow White’s life to only one. In the film’s version of the narrative, the 
queen utilizes only the poisoned apple to attempt to kill Snow White.  
In addition, the scene shows that the queen has a history of using magic as several books 
of alchemy, witchcraft, black magic, and poisons can be seen on a shelf (Cottrell, W et al, 
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1937). The queen first makes a potion, which she uses to disguise herself: 
I’ll go myself to the dwarfs cottage in a disguise so complete no one will ever 
suspect. Now a formula to transform my beauty into ugliness, change my queenly 
raiment to a peddler’s cloak. Mummy dust to make me old. To shroud my 
clothes, the black of night. To age my voice, an old hag’s cackle. To whiten my 
hair, a scream of fright. A blast of wind to fan my hate! A thunderbolt to mix it 
well. Now, begin thy magic spell (Cottrell, W et al, 1937). 
The queen creates a “sleeping death” (Cottrell, W et al, 1937) poison and dips the apple 
in it (Cottrell, W et al, 1937). According to the queen’s book “one taste of the poisoned 
apple and the victim’s eyes will close forever in the sleeping death (Cottrell, W et al, 
1937).  
In order to ensure her success, the queen searches for an antidote to the poisoned apple: 
“Oh, here it is! The victim of the sleeping death can be revived only by love’s first kiss” 
(Cottrell, W et al, 1937). As there is no mention of a possible antidote in the Brothers 
Grimm versions of the story, it may be argued that Disney’s alteration and inclusion of 
“love’s first kiss” (Cottrell, W et al, 1937) as an antidote is an attempt to romanticize the 
narrative. Kay Stone writes that by transforming the manner in which Snow White is 
saved Disney “emphasizes love rather than conflict” (Stone, 2008). 
4.7 Episode seven - Exhibition  
 
This episode depicts the point in the narrative whereby the antagonist’s body is displayed 
after an apparent defeat. 
4.7.1 The Brothers Grimm 1812 version of Little Snow White 
 
As the dwarfs are unable to revive Snow White, they mourn her death for three days 
before deciding to bury her. However, they note that she has not decayed and decide to 
place her body in a glass coffin: 
They were going to bury her, but they saw that she remained fresh. She did not 
look at all like a dead person, and she still had beautiful red cheeks. They had a 
glass coffin made for her, and laid her inside, so that she could be seen easily 
(Grimm, 1812). 
	 86	
It may be argued that the theme of external beauty or vanity extends throughout the 
narrative and is portrayed, in this instance, as more than just a motivating factor for the 
queen to kill Snow White. It can be argued that the glass coffin, built by the dwarfs, in 
which to place Snow White’s body, is an example of a consistent fixation with beauty or 
vanity in this narrative and that it spreads beyond the character of the queen.   
4.7.2 The Brothers Grimm 1857 version of Little Snow White 
 
In this account of the narrative, the actions and behaviour of the dwarfs in exhibiting 
Snow White’s body does not differ considerably from the abovementioned version. The 
dwarfs’ discourse is slightly altered to include their refusal to bury Snow White in the 
“black earth” (Grimm, 1857). Instead they place her in “a transparent glass coffin made, 
so she could be seen from all sides” (Grimm, 1857). 
Similarly, the theme of vanity or beauty is prevalent in this version of the narrative. 
Sheldon Cashdan corroborates this and states:  
The glass coffin echoes the vanity motif one last time. Even though Snow White 
no longer is alive, her looks ensure that she will continue to be valued and 
cherished. Keeping her on display in the crystal casket for all to admire seems to 
indicate that vain considerations have won the day (Cashdan, 1999). 
4.7.2 Walt Disney’s 1937 Snow White and the Seven Dwarfs 
 
As the dwarfs gather around Snow White, believing her to be dead, it can be argued that 
the weather reflects their grief in the fact that it is dark and raining. Text appears on the 
screen which reads: “So beautiful, even in death, that the dwarfs could not find it in their 
hearts to bury her…they fashioned a coffin of glass and gold, and kept eternal vigil at her 
side” (Cottrell, W et al, 1937). In this version of the narrative the dwarfs are later seen 
placing flowers around the coffin and proceeding to open the coffin as they sit next to it 
(Cottrell, W et al, 1937). 
4.8 Episode eight - Resuscitation:  
 
This episode signifies the awakening or rescuing of the protagonist. Snow white is 
brought back to life. 
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4.8.1 The Brothers Grimm 1812 version of Little Snow White 
 
In this edition of the narrative the Prince comes across Snow White, in her coffin, while 
he is searching for shelter. He is struck by her beauty and asks the dwarfs to sell the 
coffin, and Snow White, to him. The dwarfs refuse but agree to give Snow White to the 
Prince after he tells them that he cannot live without her and that he would honour and 
cherish her (Grimm, 1812). 
It may be argued that the character of Snow White is still in a subservient role, as she was 
as the scullery maid to the queen. Firstly, she is viewed as a possession by the Prince that 
can be bought and kept. Secondly, this notion is further established by the fact that the 
dwarfs simply give her to the Prince. It can be argued that the male characters, the prince 
and the dwarfs, do not consider her as an equal who deserves to be treated, even in death, 
with dignity and respect.  
As Snow White has now become a possession of the Prince the coffin is carted around 
according to his whims. However, the servants grow tired and angry at having to carry 
the coffin around: “One time one of them opened the coffin, lifted Snow-White upright, 
and said, ‘We are plagued the whole day long, just because of such a dead girl’” (Grimm, 
1812). The servant hits Snow White on her back; the piece of apple dislodges from her 
throat and she comes back to life (Grimm, 1812). 
4.8.2 The Brothers Grimm 1857 version of Little Snow White 
 
Similarly, in the 1857 version of the story, the Prince takes possession of Snow White. 
However, the manner in which she is resuscitated differs. In this instance her 
resuscitation happens as the Prince’s servants are carrying the coffin on their shoulders. 
As one of the servants stumbles it causes the poisoned piece of apple to dislodge from 
Snow White’s throat after which she wakes up and gets out of her coffin (Grimm, 1857).  
It may be argued that the image of a servant slapping Snow White, as presented in the 
1812 narrative, was not one that was favourable to the main protagonist of the story. It 
can be argued that it positioned the character of Snow White as submissive to all other 
characters in the narrative.  
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4.8.3 Walt Disney’s 1937 Snow White and the Seven Dwarfs 
 
In the film version, Disney has romanticised the resuscitation of Snow White. The Prince 
arrives at Snow White’s coffin on a white horse singing a song of his “one love” 
(Cottrell, W et al, 1937). He walks up to her open coffin, leans over Snow White and 
kisses her on the lips. A moment later Snow White’s eyes flutter open and she awakens 
as if she had been sleeping (Cottrell, W et al, 1937).  
4.9 Episode nine – Resolution 
 
The resolution episode is the point in the narrative that presents the conclusion of the 
story. 
4.9.1 The Brothers Grimm 1812 version of Little Snow White 
 
This version of the story concludes with the wedding of Snow White and the Prince the 
day after she awakens. It may be argued that the queen’s resolution is fairly gruesome 
and that it reveals an aspect of Snow White’s character that suggest that she is not as pure 
as the majority of the narrative seems to suggest. The queen is invited to Snow White’s 
wedding where she faces her defeat:  
Still, her jealousy drove her to go to the wedding and see the young queen. When 
she arrived she saw that it was Snow-White. Then they put a pair of iron shoes 
into the fire until they glowed, and she had to put them on and dance in them. Her 
feet were terribly burned, and she could not stop until she had danced herself to 
death (Grimm, 1812). 
It should be noted that in this version of the narrative, the queen, who is essentially put to 
death by Snow White, is her biological mother.  
4.9.2 The Brothers Grimm 1857 version of Little Snow White 
 
At the conclusion of this version of the narrative, Snow White and the Prince are wed and 
the Queen is invited to the celebrations. Likewise, she is forced to wear red-hot shoes and 
dance in them until she falls down dead (Grimm, 1857). 
It may be argued that the queen’s death can be interpreted as good triumphing over evil 
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and that this provides a sort of closure for the reader.  
4.9.3 Walt Disney’s 1937 Snow White and the Seven Dwarfs 
 
As the film draws to its conclusion, the Prince is walking alongside his horse, which 
carries Snow White as, they make their way to his castle. The book from the first scene of 
the film reappears and reads: “and they lived happily ever after” (Cottrell, W et al, 1937). 
It may be argued that the resolution of overcoming the queen and her evil ways occurs 
earlier in this version of the narrative. The queen’s demise takes place immediately after 
Snow White is found by the dwarfs and suspected to be dead. The queen exits the dwarfs’ 
cottage and is chased by the dwarfs and animals. She runs through the dark forest and 
climbs up a cliff as thunder roars overhead. She climbs to the top of the cliff but finds 
herself trapped. She attempts to crush the dwarfs with a boulder but the edge of the cliff 
crumbles as it is struck by lighting and she tumbles into the darkness (Cottrell, W et al, 
1937).   
 4.10 Agenda setting and stereotyping theory 
  
An analysis of several versions of the Snow White narrative and its main antagonist has 
revealed the presence of several instances in which the character has either been 
stereotyped or the narrative has been framed in such a manner as to create a specific 
image or reality. This is known as agenda setting. It may be argued that the application of 
the agenda setting and stereotype theories, as set out in Chapter Two, provides important 
insight into the portrayal and representation of the main characters throughout the various 
narratives and across several media.  
 
It may be argued that, based on the characters; behaviour and discourse throughout the 
Brothers Grimm and Disney film’s narratives, that one of the traits of the queen is 
evilness. Further, in both the versions of these narratives the character of the queen is, 
arguably, older than Snow White. Therefore, it may be argued that the choice to portray 
the Evil Queen as an older woman, creates the stereotype that older women are evil. This 
is especially evident in Disney’s 1937 film version of the character, as Merry G. Perry 
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(1999) notes:  
 
The queen, alone in her castle without a husband or other traditional loving 
relationships, relying on her black-crow as company represents the aging beauty 
queen who cares more for her own attractiveness than for other people. Thus, she 
is the personification of evil, and her peddler disguise - she would barter anything 
for eternal youth and beauty - reveals the appearance of her soul. At the end of 
the movie, the wicked queen is destroyed and Snow White is rescued by her 
prince. Love, beauty, and youth conquer all [author’s emphasis].  
 
It may be argued that these gender stereotypes indicate that beauty is of supreme 
importance, which once again emphasizes a woman’s appearance. It, arguably, suggests 
that if an attractive woman is not subservient and true to a specific role, then she is 
considered to have negative, potentially evil, traits.   
As the main antagonist in the Brothers Grimm Little Snow White (1918) the character of 
the queen is further depicted as evil and intensely jealous of Snow White’s beauty. In the 
1812 version of the narrative the queen becomes “pale with envy” (Grimm, 1812) when 
she learns of Snow White’s superior beauty, and in the 1857 version she “turned yellow 
and green with envy” (Grimm, 1857). 
It can be argued that the reaction of the character creates a stereotypically negative 
representation of stepmothers as it, arguably, generates the impression that beautiful older 
women, who are also stepmothers, are hateful and cruel and will do whatever is necessary 
to defeat their rivals. It may further be argued that the creation of such stereotypes could 
have an impact on viewers or readers. Claire (2012) infers that the notion that fairy tales 
could, potentially, have the ability to influence how specific roles are regarded by 
society: 
Fairy tales can be viewed as powerful transmitters of cultural ideas and could be 
regarded as playing a key role in advocating traditional gender roles. It could 
definitely be said that fairy tales put forth the idea of women being beautiful, 
young and weak. 
Similarly, as the Disney film concludes, the storybook from the first scene reappears and 
reads, “and they lived happily ever after” (Cottrell, W et al 1937). It may be argued that 
the introduction of this element of everlasting happiness creates the impression that a 
wedding is the catalyst that allows the character, Snow White, to find eternal contentment 
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and is also the moment which allows evil to be defeated. It could therefore be argued that 
the inclusion of the phrase “happily ever after” (Cottrell et al, 1937) is a cognisant effort 
by Disney to create a specific reality in the consciousness of the viewer.  
 
In Tarsem Singh’s 2012 film Mirror Mirror, which is loosely based on the narrative 
structure of the Grimms’ Little Snow White (1812 & 1857), the gender stereotype is 
particularly prevalent throughout the narrative. Partially into the film, Prince Andrew 
Alcott (Armie Hammer) of Valencia and his valet Charles Renbock (Robert Emms) 
arrive at Queen Clementianna’s (Julia Roberts) castle after having been robbed by so-
called bandits and later freed by Snow White (Lily Collins) (Singh, 2012). As Prince 
Alcott stands semi-nude in front of the queen, she appears to become incoherent to the 
point where she forgets the name of her servant Brighton (Nathan Lane) (Singh, 2012). It 
may be argued that the queen’s discourse and behaviour in this scene creates the 
stereotype that women lose their ability to remain in control of their thought process 
when faced with a handsome, semi-nude male and that they are therefore frivolous by 
nature. Furthermore, it can be argued that Singh creates a stereotypical image of the 
queen as crazy. After a brief meeting with the queen, Prince Alcott and Renbock receive 
clothing and are seemingly dismissed as the queen retires to her chambers and sets about 
planning a ball (Singh, 2012). While in conversation with Prince Alcott, Renbock deems 
the queen a ‘special type of crazy’ without valid justification for his assumption. Prince 
Alcott expands on this stereotype and labels the queen crazy because she is a female: 
Renbock: This queen radiates crazy.  
Alcott: You know this, women always get crazy with a prince around.  
Renbock: no, no, no. There is I’m-in-the-same-room-as-a-prince crazy and then 
there’s just good old fashioned, plain traditional psycho crazy. I fear she’s the 
latter (Singh, 2012).  
Furthermore, the basis of the narrative for Mirror Mirror (Singh, 2012) has several 
similarities to the Brothers Grimm Little Snow White (1812 & 1857) and Disney’s 1937 
Snow White and the Seven Dwarfs film. In all three of these narratives, the character of 
the queen is said to be jealous of Snow White’s beauty and this serves as the queen’s 
main motivation for wanting to kill her.  
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However, in the narrative of Mirror Mirror (Singh, 2012) the character of Snow White is 
portrayed as brave and able to tell the queen what she thinks without fear. In this instance 
it may be argued that Snow White is a threat to the queen as she, and not the queen, is the 
rightful leader. It can further be argued that when the queen punishes Snow White when 
she speaks up, this creates the stereotype that a young girl will be punished if she voices 
her opinion.   
As is evidenced above, several stereotypical conceptions are included in the narrative of 
the Mirror Mirror (Singh, 2012) film. However, there is arguably one contradiction to 
this trend in the second half of the film. The narrative dispels the usual stereotype which 
has formerly seen Snow White cast as the ‘damsel in distress’ who requires saving. As 
the queen places Prince Alcott under a “puppy love” (Singh, 2012) spell and prepares to 
marry him, Snow White and the dwarfs arrive at the queen’s wedding and rescue the 
prince from marrying the queen (Singh, 2012).  
It may be argued that in this version of the story, the Snow White character is portrayed 
as the heroine who, in contrast to previous versions of the character, rescues the male 
character in the narrative.  
In a further adaptation of the Snow White narrative, a 2012 film named Snow White and 
the Huntsman (Rupert Sanders) tells the story of an evil stepmother, Queen Ravenna 
(Charlize Theron) who has kept Snow White (Kirsten Stewart) as a prisoner (Sanders, 
2012). 
In a similar vein as the aforementioned narratives, the character of the queen in Snow 
White and the Huntsman (Sanders, 2012) is stereotyped in terms of her age and 
appearance. As queen Ravenna and the King (Noah Huntley) prepare to consummate 
their marriage, she begins to tell him that she had previously been a replacement for 
another king’s queen (Sanders, 2012). As the King begins to die, queen Ravenna tells 
him that “when a woman stays young and beautiful forever the world is hers” (Sanders, 
2012). It may be argued that youth and beauty are used to create a stereotypical image of 
female power in this instance.  
Furthermore, in this version of the narrative, the age stereotype is shaped in a manner 
which, arguably, suggest that as women get older they become both ugly and evil. This 
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stereotype is enforced as the camera fixates on the vanishing and resurfacing wrinkles on 
the Queen’s face as she transitions from being old to being youthful (Sanders, 2012).  
In ABC’s Once Upon A Time, the character of the Evil Queen does not adhere to as many 
stereotypes as in the aforementioned versions. It may be argued that the queen’s black 
attire, as evidenced in figure 8, is a stereotypical reference to evil, while Snow White’s 
white attire, in figure 9, is contrastingly a stereotypical representation of good (Pilot, 
2011). 
 
 
 
Figure 8: The Evil Queen (Pilot, 2011).  
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Figure 9: Snow White and Prince Charming (Pilot, 2011).  
 
4.11 Character Analysis: ABC’s Once Upon A Time 
 
It has been illustrated in this paper that the narrative of Snow White and the Evil Queen 
has been told for centuries. The introduction of the Evil Queen began with the Brothers 
Grimm and has since evolved to include a plethora of varied interpretations and methods 
of presentation.  
In the Brothers Grimm 1812 and 1857 narratives, and Walt Disney’s 1937 film, little is 
known about the queen. It may be argued that as a character she lacks a contextual 
background and does not enjoy any development throughout the narratives mentioned.  
It may further be argued that if this character were to be analysed according the Vladimir 
Propp’s character theory, it would conform to only one of Propp’s seven available 
character types; the villain. However, the character, as portrayed and presented in ABC’s 
Once Upon A Time, allows for application and identification of more than one of Propp’s 
character theories.  
It is important to note that the medium through which the character is being presented is a 
television series which consists of numerous episodes. Consequently, it may be argued 
that it allows for several different manners of identifying and establishing Propp’s 31 
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functions. Therefore, the functions will only be applied as they affect the character of the 
Evil Queen.     
The seven character theories, as identified by Propp that will be utilized to establish the 
character traits, creation and evolution of Once Upon A Time’s Evil Queen, Regina, are: 
The Villain, The Donor, The Helper, The Princess, The Dispatcher, The Hero, and The 
False Hero.  
4.11.1 Season 1 
 
It may be argued that the initial introduction of the Evil Queen character in the first 
episode of the Once Upon A Time (2011 conforms to Propp’s ‘villain’ character type. The 
definition of the villain, according to Propp, is the character that battles against the hero 
and serves as the main antagonist in the narrative (Propp, 1928). It may be argued that 
this definition can be linked to the Evil Queen character in several manners.  
As the Evil Queen strides down the aisle following her interruption of Snow White and 
Prince Charming’s wedding, she is clad in all black while Snow White is dressed in 
white. It may be argued that their attire lays the framework for a juxtaposition of good 
versus evil, the villains versus the hero and princess.  
Furthermore, upon the Evil Queen’s arrival one of the guests in attendance fearfully 
proclaims, “It’s the Evil Queen! Run!” (Pilot, 2011). It may be argued that this reaction is 
indicative of her villainous persona, as seen by the fact that her mere presence is enough 
to strike fear into someone’s heart. Propp (1928) notes that one of the major functions of 
the villain is to cause damage or misfortune. As the villain, it may be argued that the Evil 
Queen achieves this by ripping away Snow White’s, and everyone else’s, happy ending 
by casting the dark curse which transports them to the ‘real world’ town of Storybrooke. 
As the curse stretches across the Enchanted Forest Snow White, holding an injured Prince 
Charming, asks the Evil Queen where they are going. She responds by saying that they 
are going “somewhere horrible, absolutely horrible. A place where the only happy ending 
will be mine” (Pilot, 2011).  
As the first episode draws to its conclusion, Prince Charming is revealed to be an 
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unknown, comatose patient in a hospital where Snow White, now Mary Margaret, 
volunteers. In this instance it appears as if the villainous Evil Queen has achieved her 
goal of causing damage and misfortune.   
In Storybrooke the Evil Queen retains her memories of the Enchanted Forest, while the 
other characters have no recollection of their fairy tale identities. While there is no magic 
in Storybrooke, Regina Mills, the Evil Queen’s Storybrooke identity, is the Mayor of the 
town. It can be argued that, in this setting, the character fits the description of Propp’s 
‘false hero’ character type. It would be the apparent conclusion of the town’s people that 
the Mayor is the person tasked with ensuring their safety and security. Regina presents 
herself as a Mayor who holds the best interest of the townspeople at heart and the one 
who takes credit for running the town. However, the front provided by Regina is false 
and the character, at least in the first season, is still a villain.  
Where it concerns Propp’s 31 functions of a fairy tale, it may be argued that the narrative 
structure of Once Upon A Time does, to a certain degree, conforms to Propp’s sequence. 
The first function notes that a member of the family absents themselves. If applied 
specifically to the character of the Evil Queen it could be argued that her father, Henry 
(Tony Perez), absents himself from her life, which allows for her mother, Cora’s (Barbara 
Hershey) complete control over Regina. Through her control over Regina, Cora accepts 
the King’s proposal of marriage on her, unwilling, daughter’s behalf (The Stable Boy, 
2011). 
As the narrative in season one progresses, Regina marries Snow White’s father and later 
has him killed (Fruit of the Poisonous Tree, 2012). It is after this event that Snow White 
leaves the palace and the Evil Queen places a bounty on her head. It may be argued that 
the Evil Queen gives Snow White a sort of warning to not return to the castle. This is 
known, by Propp, as the ‘interdiction’ function in the narrative, during which the hero, 
Snow White in this instance, is warned not to do something specific, in this case to take 
her rightful place as the ruler of the kingdom (Propp, 1928).   
The ‘reconnaissance’ function is characterized as the point in the narrative wherein the 
villain attempts to gain knowledge, which will assist in the achievement of their scheme 
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(Propp, 1928). In the Second Episode of the season it is revealed that the Evil Queen 
originally obtained the dark curse from Rumpelstiltskin (The Thing You Love Most, 
2011). It can be argued that in this narrative the event serves as the ‘reconnaissance’ 
function, as it allows the Evil Queen to advance her plot of taking away Snow White’s 
happy ending.  
In the presentation of the narrative, the timeline switches back and forth between 
Storybrooke and the Enchanted Forest in order to tell the story of the characters. This is 
achieved by using a storytelling device known as flashbacks. According to Mittel (2015), 
[c]omplex narratives often reorder events through flashbacks, retelling past 
events, repeating story events from multiple perspectives, and jumbling 
chronologies-these are overt manipulations of discourse time, as we are to assume 
that the characters experienced the events in linear progression. 
Discourse time, as referred to by Mitell, is the “structure and duration of the story as told 
within a given narrative” (Mittel, 2015). 
In Episode 21 of the season, titled An Apple Red as Blood (2012), Propp’s ‘trickery’ 
function can be distinguished. According to Propp, this function can be employed in 
several manners (Propp, 1928). It can be argued that the methods through which it is used 
in this narrative are persuasion, the direct application of magical means and coercion. It is 
revealed, through the use of a flashback, that the Evil Queen had captured Prince 
Charming in order to draw out Snow White, who agrees to meet with the Evil Queen (An 
Apple Red as Blood, 2012). The Evil Queen presents a red apple to Snow White, which, 
by direct application of magical means, she has enchanted with a sleeping curse. This is 
seen in the following conversation: 
Snow White: “You’re going to force me to eat it.”  
Evil Queen: “Of course not. It wouldn’t work anyway. The choice is yours. It 
must be taken willingly”  
Snow White: “And why would I do that?”  
Evil Queen: “Because if you refuse the apple, your prince, your Charming, will 
be killed” (Apple Red as Blood, 2012). 
In this scene it could be argued that the Evil Queen uses both persuasion and coercion. 
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Firstly, she persuades Snow to meet her without the aid of weapons or support. Secondly, 
she coerces Snow into eating the apple by threatening Prince Charming’s life. This can 
also be identified as Propp’s ‘villainy’ function, as the Evil Queen has imprisoned Prince 
Charming.  
In the Finale of the First Season, the Evil Queen has found a way to bring her poisoned 
apple to Storybrooke with the help of the Mad Hatter (Sebastian Stan). This function 
(‘lacking’) is explained by Propp (1928) as the desire or need for a magical agent. After 
she obtains the poisonous apple, she slices and bakes it into an apple-turnover, with the 
aim of getting Emma to eat it and fall into a sleeping curse. However, in order to prove to 
Emma that the curse is real, Henry takes a bite of the turnover and falls into the sleeping 
curse instead (A Land Without Magic, 2012).  It may be argued that this is an example of 
Propp’s ‘villainy’ function, which he describes as being of exceptional importance and 
the point in the narrative where the villain causes harm to the hero or someone related to 
the hero (Propp, 1928).  The villain, Regina, causes harm to Henry who nearly dies as a 
result of ingesting the poisonous apple.  
During the next function, known as ‘mediation’, the hero learns of the villainous acts 
committed by the villain (Propp, 1928). In this instance it can be argued that Emma, as 
the saviour, is the hero who finally learns of Regina’s villainous acts and her true identity 
as the Evil Queen.  
It could be argued that Regina shows further transformation towards becoming a hero as 
she puts Henry’s well-being first by agreeing to work with Emma, which allows for her 
curse to be broken. It may be argued that this act illustrates the preliminary 
transformation of the character from villain to hero. In the previous narratives analysed, 
the Evil Queen’s sole ambition was the death of Snow White. However, in this version of 
the narrative, the character is willing to forego her ambition by allowing the curse to be 
broken, in order to save Henry. It may be argued that this act is more akin to the 
behaviour and characteristics of a hero than a villain.  
4.11.2 Season 2 
The Second Season of the series commences immediately after the breaking of the curse. 
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It is revealed that Rumpelstiltskin has brought magic to Storybrooke, however, Regina is 
unable to raise her own magic (Broken, 2012). It may be argued that, throughout the 
course of the Second Season, the narrative of the character is in the midst of 
transformation. Initially, Regina maintains her villainous persona by threatening the 
townspeople and demanding that Henry live with her, to which he acquiesces in exchange 
for her leaving the townspeople alone (Broken, 2012).  
Charming later goes, with his sword, to Regina’s house to take Henry back. However, he 
does not need the sword as Regina surrenders Henry without a fight. It may be argued 
that Regina realises that she has to put herself back onto the path of redemption, as she 
cannot force Henry to love her as a villain, which she tells him:  
I don’t know how to love very well. I wasn’t capable of it for a very long time. 
But I know, I remember...that if you hold onto someone to hard, that doesn’t 
make them love you. I’m sorry I lied to you, that I made you feel like I didn’t 
know who you are. But I want you to be here because you want to be here, not 
because I forced you. And not because of magic. I want to redeem myself (We 
Are Both, 2012).  
It can be argued that her relationship with Henry is the catalyst that prompts Regina to 
seek redemption, which sets her on the path to becoming a hero.  
In the Second Episode of the season, the connection between Rumpelstiltskin and Regina 
is revealed (We Are Both, 2012). It may be argued that Rumple serves as a type of 
‘donor’ in this narrative. In previous narratives, the queen’s magic and how she obtains 
the ability to wield it is not given a contextual explanation. However, in the narrative of 
Once Upon A Time (2011) this is established by the revelation that Regina is taught the 
art of dark magic by Rumpelstiltskin. While Propp’s ‘donor’ character type is defined as 
the one who provides and prepares the hero with a magical agent, it may be argued that 
Propp’s application of this character type is connected to the hero as, arguably, most 
narratives of Snow White and the Evil Queen are structured in a manner which is 
predisposed to tell more of the hero’s story. However, in Once Upon A Time (2011) the 
prominence of the Evil Queen’s narrative is transformed and evolved, to the point where 
it includes and provides context for how she came to have her magic. Therefore, it may 
be argued that, in this narrative, Rumpelstiltskin serves as the ‘donor’ to Regina, the 
villain.  
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Furthermore, Rumpelstiltskin not only tutors Regina in magic but also is directly 
responsible for her turning to dark magic. In the Fifth Episode of this season 
Rumpelstiltskin manipulates Regina, with the help of the Mad Hatter and Dr. 
Frankenstein (David Anders), into believing that she can bring her first love, Daniel, back 
to life, while being aware that such a feat is impossible (The Doctor, 2012). In this 
instance, Rumpelstiltskin’s plan is that the failure to bring Daniel back to life will destroy 
Regina’s hope, which would prompt her acceptance of dark magic. 
After learning that Daniel cannot be resurrected by magic, Regina gives in to dark magic 
by showing up to Rumpelstiltskin’s tutoring of a new student dressed completely in black 
leather. She rips the new apprentice’s heart out and crushes it without hesitating (The 
Doctor, 2012). In a later scene, including the Mad Hatter and Dr. Frankenstein, 
Rumpelstiltskin thanks the two men for the assistance and tells Dr. Frankenstein, “thanks 
to your efforts I’ve made my monster” (The Doctor, 2012). It could also be argued that 
Rumpelstiltskin fits the character type of ‘dispatcher’ as he is responsible for setting 
Regina on her path.  
The character’s development reaches a pivotal point in the final episode of the season and 
demonstrates how the character of the Evil Queen has transformed in the narrative. As 
two ‘outsiders’ find their way into Storybrooke, they obtain a ‘device’ that has the 
potential to destroy the entire town and everyone in it once activated (And Straight On 
‘til Morning, 2013). As Emma and Regina find the activated ‘device’, Regina offers to 
slow it’s progress by sacrificing her own life. She states, “[s]lowing the device, it’s going 
to require all the strength I have. I created this device, it’s only fitting that it takes my 
life” (And Straight On ‘til Morning, 2013). 
It can be argued that Regina’s willingness to sacrifice herself is indicative of her change 
from a villain to a hero. This is further indicated by her request for Henry to know that 
she does not want to be seen or regarded as the Evil Queen or, in other words, a villain, as 
seen in the following comversation:   
Emma: “What am I supposed to tell Henry?”  
Regina: “Tell him that in the end it wasn’t too late for me to do the right thing 
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[…] Everyone looks at me as the Evil Queen including my son. Let me die as 
Regina” (And Straight On ‘til Morning, 2013) 
Regina’s redemption is at least partly confirmed by Henry who, in the face of her 
sacrifice, acknowledges that she has become a hero and says, “[y]ou were willing to die 
to save us. That makes you a hero” (And Straight On ‘til Morning, 2013). 
It may be argued that the development of the character’s narrative presents the 
transformation of the character from villain to hero. Her original goal, when casting the 
curse, was to sacrifice everyone’s happiness, whereas now she is now willing to sacrifice 
her own life.  
It may be argued that the character’s back and forth between hero and villain illustrates the 
complexity of the character in its modern form. She isn’t simply evil, as in previous version, 
without explanation or the ability to change. In this narrative the character’s complexity is 
fundamental to the portrayal of a transformed character. 
4.11.3 Season 3 
 
In the first half of the season, Regina and the other characters must save Henry from 
Peter Pan, who is portrayed as a villain in this narrative. Regina willingly works with 
Emma, Snow White, and Prince Charming in order to do this. As Regina’s exploits in the 
Finale of Season Two have made her a hero, it may be argued that Propp’s ‘departure’ 
function can be recognised in her actions as she travels to Neverland to save Henry. As 
Regina comes face-to-face with Peter Pan, she acknowledges all of her evil deeds but 
does not express remorse for committing them. She says, “I did cast a curse that devastated 
an entire population. I have tortured and murdered. I should be overflowing with regret, but I’m 
not. Because it got me my son” (Save Henry, 2013). 
After this statement, Regina is able to defeat Peter Pan and save everyone, including Henry. It 
could be argued that her words reveal her entrenched evilness, as she expresses no regret or 
remorse for the things that she has done. However, it is arguably more revealing of the strength 
of her love for Henry as, despite being on the path of redemption, she is not willing to condemn 
her evil past as all of it led her to being Henry’s mother.  
At the conclusion of the first half of the season, Regina once again proves herself as the hero 
	 102	
and rescues Emma and Henry from a curse cast by Peter Pan. She does this by sacrificing the 
thing she loves most, in this case Henry. Regina informs Emma that when the curse takes over, 
Storybrooke and all memories will be erased from her and Henry’s minds.  
Regina: “I can give you one [a happy ending]”  
Emma: “You can preserve our memories?”  
Regina: “No. I can do what I did to everyone else in this town and give you new 
ones.” 
Emma: “You cursed them and they were miserable.” 
Regina: “They didn’t have to be. My gift to you is good memories. A good life 
for you and Henry. You’ll have never given him up, you’ll have always been 
together.” 
Emma: “You would do that?” 
Regina: “When I stop Pan’s curse and you cross that town line you will have the 
life you always wanted.” 
Emma: “But it won’t be real.” 
Regina: “Your past won’t but your future will” (Going Home, 2013). 
 
In this instance, Regina confirms her redemption and heroism by saving Henry and 
Emma from being swept up in Peter Pan’s curse.  
The second half of the season commences with a new story arc, which sees the Evil 
Queen and several other main characters back in the Enchanted Forest. It is soon revealed 
that there is a new villain, the Wicked Witch of the West, whom they will have to face 
(New York City Serenade, 2014). It may be argued that the introduction of a new villain 
solidifies Regina as a hero at this point in the narrative, as she is now in juxtaposition to 
this villain.  
However, Regina reverts, partly, to her evil tendencies in Episode Thirteen. In this 
episode Regina plans to place herself under a sleeping curse, but changes her mind when 
she meets the Wicked Witch, also known as Zelena. She later tells Robin Hood, whom 
she met in the forest, that she has she found something to live for, “[t]he one thing I 
haven’t had in a very long time. Someone to destroy” (Witch Hunt, 2014). 
However, in Episode Nineteen, as Snow White becomes pregnant for the second time, 
Regina agrees to protect the baby from Zelena (A Curious Thing, 2014). This is in direct 
contrast to the narrative of Season One, in which the Evil Queen threatens Snow White 
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and Prince Charming’s first child, Emma.  
It may be argued that contained within this story arc is the fact that, although Regina is 
well on her way towards redemption, she still has a lingering darkness. In an episode 
where Snow White and Prince Charming set off the find the Good Witch of the East, they 
must travel through a portal which only allows passage to those who are pure of heart. As 
a result, and as an indication of her impurity, Regina is not able to pass through the 
portal. It could be argued that this is indicative of the transformation that the character 
has undergone since it’s first presentation by the Brothers Grimm. In the Once Upon A 
Time narrative the Evil Queen faces a continuous fight between good and evil within 
herself, which reveals the complexity and nuance of the character, as opposed to her one-
dimensionally evil predecessor as presented by the Brothers Grimm narratives.   
As the characters are eventually returned to Storybrooke through a curse, they must face off 
against Zelena, who is revealed to be Regina’s half-sister. However, the characters’ memories of 
their time in the Enchanted Forest have been erased. While Emma and Henry have also returned 
to Storybrooke, Henry remains without his memories of a made-up life with Emma in New 
York.  
The ‘counteraction’ function, according to Propp, is the one during which the hero decides how 
to respond to the villain’s acts (Propp, 1928). As the first example of ‘counteraction’, and as 
mentioned above, Regina pledges, while in the Enchanted Forest, to protect Snow White and 
Prince Charming’s child from Zelena. Secondly, back in Storybrooke, Regina, once challenged, 
decides to face Zelena head on in the town square (It’s Not Easy Being Green, 2014). According 
to Propp the next function, ‘branding’, the hero is marked in some way and then followed by the 
‘victory’ function during which the villain is defeated (Propp, 1928). However, the story does 
not follow Propp’s sequence, as Zelena is not defeated at this stage of the narrative.  
In Episode Eighteen Regina summons her mother Cora in order to learn about Zelena (Bleeding 
Through, 2014). Snow White and Regina are left alone after the summoning and reach a pivotal 
point of forgiveness in their relationship that has, arguably, never been portrayed in any other 
narrative which includes these two characters. It may be argued that this forgiveness humanises 
the character of the Evil Queen to a point where she is no longer simply a villain.  
In Season One Daniel was revealed as Regina’s first true love. However, in Season Three it is 
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further revealed that Regina has a soul mate in the form of Robin Hood (Quite a Common Fairy, 
2013). It may be argued that Regina’s ability to love is an additional example of evolution and 
transformation, as opposed to previous versions of the character, included in this paper, which 
do not signify the queen’s ability to love. 
As the story arc progresses in the second half of the season, Regina grows closer to Robin Hood 
and discovers that the only way to break Zelena’s curse is to restore Henry’s memories. This is 
achieved by Regina bestowing true love’s kiss upon Henry. While not specifically confined to 
one character, the definition of true love’s kiss in the narrative of Once Upon A Time differs to 
that of the other narratives selected for analysis in this paper. For example, in Disney’s Snow 
White and the Seven Dwarfs (Cottrell, 1937) true love’s kiss can be bestowed by Prince 
Charming, thereby suggesting that the kiss can only be grounded in romantic love. Whereas, in 
the Once Upon A Time narrative, true love’s kiss can take place between a mother and her son. 
As it becomes apparent that Regina will have to battle the villain, it may be argued that Henry 
serves as the ‘donor’ who prepares Regina, the hero, to defeat the villain, by providing her with 
the inspiration to overcome her darkness. In addition, Henry further completes Propp’s ‘first 
function of the donor’ by setting Regina on a path with this speech, 
Once upon a time you were a villain mom but you’ve changed. You’re a hero 
now. Defeating bad guys is what heroes do. I believe in you. Now you need to 
believe too (Kansas, 2014). 
 
Propp’s ‘hero’s reaction’ function, which is linked to the donor, details how a hero withstands a 
test (Propp, 1928). On this occasion, it may be argued that Regina withstands the test by 
embracing her heroism in order to defeat the villain. The next function, ‘receipt of a magical 
agent’, can be identified in the fact that Regina obtains the ability to wield light magic. It may 
be argued that, in addition to being the ‘donor’, Henry’s actions, which lead Regina towards 
light magic, serve as Propp’s ‘guidance’ function, which is described as the hero being led to the 
magical agent (Propp, 1928). 
The ‘struggle’ function is, as defined by Propp, the point in the narrative during which the 
villain and the hero engage in conflict (Propp, 1928). Regina fights against Zelena by using light 
magic, reserved only for heroes in this narrative. As Zelena suspends Regina in the air she tells 
her that being evil is her destiny: “Only light magic can harm me and you’re as dark as they 
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come. It was your destiny to be this way and it will also be your undoing” (Kansas, 2014). 
Regina, to her own surprise, is able to wield light magic and defeat the villain, Zelena, which 
can be described as Propp’s ‘victory’ function.  
As Rumpelstiltskin prepares to seek revenge for his son’s death at the hand of Zelena, Regina 
stops him. She asks, “how many lives have we taken trying to get what we want?” She goes on 
to tell Rumplestiltskin that “heroes don’t kill.” Zelena, now defeated, asks Regina, “[s]o now 
you’re a hero?” to which Regina responds,  “[t]oday I am” (Kansas, 2014). It could be argued 
that with this statement, Regina classifies and recognises herself as a hero.  
Nevertheless, the character’s newfound heroism is put to the test in the Final Episode of 
the season as Emma, who has travelled back in time, returns to Storybrooke with Robin 
Hood’s wife, Maid Marian (There’s No Place Like Home, 2014). This threatens Regina’s 
happy ending, which is purported to be with her soul mate, Robin Hood.   
4.11.4 Season 4 
 
The Fourth Season of the series coincides with the introduction of Elsa (Georgina Haig) 
and Anna (Elizabeth Lail), the characters from the 2013 Disney film Frozen (Buck & 
Lee, 2013). At the beginning of this season, Regina is tested and tasked with having to 
choose between remaining a hero and reverting to her villainous ways. While the 
character embraced her heroism at the end of the previous season, it may be argued that 
she appears to falter in this belief. When confronted with the possibility that her happy 
ending has been destroyed she remarks, “[o]nce again I felt the brunt of heroism. Always 
a villain, even when I’m not” (A Tale of Two Sisters, 2014). 
As Regina departs, the other characters, including Emma, Henry, Prince Charming, and 
Snow White, do not fully trust Regina, or know if she will turn toward evil. It may be 
argued that Regina’s constant balancing act between good and evil becomes a pivotal 
theme for the character as the narrative progresses. In this instance, the character is 
tested, also known by Propp as the ‘difficult task function’, during which a trial is 
proposed to the hero (Propp, 1928).  
It may be argued that, initially, Regina reverts to being evil as she reconstructs her magic 
mirror: “I need my mirror…There’s someone standing in the way of my happiness, I 
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need your help getting rid of them” (A Tale of Two Sisters, 2014). It can be argued that 
the character reverts to being a villain, as she plots a way to kill Maid Marian. However, 
as the town, and specially Maid Marian, come under attack from a snow monster 
conjured by Elsa, Regina steps in and saves everyone (A Tale of Two Sisters, 2014) 
which, arguably, represents the heroic side to the character.  
In this instance, it may be argued that Regina’s continuous struggle between good and 
evil, hero and villain, is representative of the complexity of the character and illustrates 
the transformation from previous versions of the character that were portrayed as purely 
evil.  
As the First Episode draws to its conclusion, Regina comes to the supposition that 
Henry’s storybook, titled Once Upon A Time, portrays her as a villain and therefore she 
will not get a ‘happy ending’. The character begins to hatch a plan that she hopes will 
eventuate in her ‘happy ending’ (A Tale of Two Sisters, 2014). She states,  
[f]ind the writer. We must find out who wrote this cursed tome and then force 
them to give me what I deserve. It’s time to change the book. It’s time for villains 
to get their happy endings (A Tale of Two Sisters, 2014). 
In this quest to find the author of the book, Regina first enlists Henry’s help and later 
Emma joins in the task as well. It may be argued that Regina’s willingness to ask for help 
and to work with others are the actions and behaviour of a hero rather than a villain, who 
is normally isolated in seeking their goals. This new ‘project’ that Regina undertakes can, 
arguably, be compared to Propp’s ‘difficult task’ function, in the fact that it presents her 
with the trial of solving the riddle of who the author of the book is. However, in this 
narrative the hero, Regina, does not theoretically complete the ‘difficult task’ by herself, 
as Henry and Emma assist her in doing so.   
The majority of the first half of the season’s arc is focused on Elsa and Anna, with less 
focus on Regina’s narrative. The introduction of the Snow Queen (Elizabeth Mitchell) 
culminates in the casting of the “spell of shattered sight” (Shattered Sight, 2014), which 
forces those affected to see the worst in those around them. In order to protect those that 
she loves, Regina magically locks herself away, which, it may be argued, portrays her 
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concern and protective nature towards Henry, and can therefore be ascribed to Propp’s 
hero character type.    
The story arc of Elsa, Anna, and the snow queen concludes halfway through the season. 
In the second half of the season, three further villains are introduced to the narrative in 
the form of Cruella De Vil (Victoria Smurfit) and Ursula (Merrin Dungey) who combine 
with Rumplestiltskin to resurrect Maleficent in the hope of reversing their own stories in 
the book. In can be argued that in Episode Twenty, the Evil Queen character and the 
narrative directly contrast and dispel the stereotype created in the Disney 1937 film Snow 
White and the Seven Dwarfs, which implies that a happy ending entails only marriage to a 
prince. In this instance the character comes to an, arguably, more profound understanding 
of what her own happiness depends on, how to achieve it, and not to, necessarily, look for 
it in another person.  
Regina: “I’m so tired of standing in the way of my own happiness and I am not 
going to do it anymore.”  
Zelena: “Another woman defining her happiness relative to the love of a man – 
sad, really.” 
Regina: “Don’t get it wrong Greenie. Robin isn’t my happy ending. My happy 
ending is finally feeling at home in the world” (Mother, 2015). 
It may be argued that the stereotypical creation of Snow White attaining eternal 
happiness because she marries the Prince is dispelled by Regina’s conversation with 
Zelena, who is confined in an asylum. It may further be argued that it illustrates the 
transformation of the character as she realises that her happiness is dependent on intrinsic 
factors rather than a person.   
Ultimately, Henry finds and releases the author of the book from captivity. However, 
Rumplestiltskin convinces the author to flip the narrative, which casts the villains and 
heroes, and vice versa into the Enchanted Forest. In this instance, the character of Snow 
White is the Evil Queen, while Regina is the heroic bandit on the run (Operation 
Mongoose, 2015). 
In the alternate narrative, Regina does not recognise Henry, who has found his way to the 
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Enchanted Forest (Operation Mongoose, 2015). It could be argued that because the 
character’s narrative is effectively reversed, Regina is given a new appearance “by means 
of the magical action” (Propp, 1928). 
Throughout this story arc, Henry attempts to convince Regina that he is her son and that 
Robin Hood, on the cusp of marrying Zelena, is her soul mate. Nonetheless, Regina does 
not believe Henry until his life is in danger (Operation Mongoose, 2015). It can be argued 
that the character’s actions are in line with Propp’s ‘hero’s reaction’ function by the fact 
that she sacrifices her life for his.  
It may further be argued that Regina’s willingness to sacrifice her life for Henry implies 
that heroism is intrinsic to the character, regardless of the circumstance. Furthermore, in a 
similar vein to Season One, in which Henry sets Regina on her path to redemption, it is 
Henry who evokes the heroism from Regina in this instance.    
4.11.5 Season 5 
 
At the commencement of the Fifth Season, Emma Swan has sacrificed herself for Regina 
and has been overtaken by darkness. Again, Regina is faced with a test of saving Emma 
from the darkness. As an indication of Regina’s redemption, Emma provides her with the 
power to stop her, should she not be able to stave off the darkness (The Dark Swan, 
2015). It may be argued that the first half of the season does not provide significant 
evolution for the character of Regina, with the exception that it confirms her status as a 
hero as the rest of the characters, including Snow White and Prince Charming, now trusts 
her.  
The second half of the season is centred on the characters’ time in the ‘Underworld’ as 
they endeavour to save Captain Hook (Souls of the Departed, 2016). In this episode, 
Regina comes face-to-face with her father, whom she killed in Season One in order to 
enact the dark curse (The Thing You Love Most, 2011). It may be argued that this act of 
Regina killing her father is the character’s greatest act of darkness. Her meeting with her 
father in the ‘Underworld’ arguably presents further evolution for the character as she 
obtains redemption, by way of forgiveness, for this act. It can further be argued that this 
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act of forgiveness is an example of the transformation of the character. In comparison, the 
other portrayals and presentations of the character, as analysed in this paper, do not attain 
even the possibility of forgiveness.  
As all the characters return to Storybrooke, Regina’s soul mate, Robin Hood, is killed 
(Last Rites, 2016) and the heroes are set a new task of stopping Henry’s destruction of all 
magic (Only You, 2016). During this specific point in the narrative, several other 
characters are sucked into a portal, which transports them to the ‘land of untold stories’ 
where they meet Dr. Jekyll (Hank Harris). In this version of the Jekyll and Hyde 
narrative, Dr. Jekyll has concocted a serum from which to separate himself from Mr. 
Hyde (Sam Witwer) (An Untold Story, 2016).  
The significance of this serum in relation to the character of Regina is in the point that 
she uses it on herself in order to separate herself from the Evil Queen, from her darkness 
(An Untold Story, 2016). Her reason for doing this is given context in a conversation that 
Regina has with Emma in the previous episode:  
Regina: “The Evil Queen, it is inside me. Always trying to get out. I can’t expect 
you to get it.” 
Emma: “I fought the darkness. You know I do understand.” 
Regina: “With all due respect, you don’t. You went up to the precipice but you 
got pulled back before it consumed you. I was consumed and I have to live with it 
every day.” 
Emma: “I can’t imagine how that feels.” 
Regina: “It’s exhausting. I’m constantly at war with my instincts. Like with 
Hook. My first impulse was to rip his throat out because it’s not fair that he 
survives and Robin doesn’t. But I didn’t because now I know that’s wrong. Much 
as I want to give in to evil, I don’t. So I do good and I hate every moment of it” 
Emma: “You hate doing good?” 
Regina: “Yes…It’s complicated. I know it’s right but it always leads to loss for 
me. Yet I keep doing it now and I keep suffering. But I know the Evil Queen 
can’t return so that’s how it has to be. I’ll never be at peace with myself.” 
Emma: “That’s not true. You fell in love with Robin and you were happy.” 
Regina: “And look what happened. I am what I am. I did what I did. Many years 
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ago I had a choice. Snow White told a secret and I could’ve chosen to forgive her. 
Instead I did terrible things, unspeakable things that will always hang over me. I 
try to be the hero…but it doesn’t matter. There’s no redemption for me. There’s 
only suffering because now I have a curse. The curse of knowing the difference 
between good and evil and I’m caught between them. If I revert I lose everyone I 
love, Henry, my friends, everyone. And if I go forward, try to be good, I have to 
live with my past darkness and all its well-deserved consequences.” 
Emma: “I don’t believe that, I believe in you.” 
Regina: “That’s because you are good. But for me it’s a simple choice really. I’d 
rather suffer than see that pain on the people I care about. This is my fate. I’m 
trapped” (Only You, 2016). 
It may be argued that in this speech the character illustrates her transformation from 
villain to hero. Moreover, it demonstrates the complexity of the character by revealing 
that she is constantly fighting between being good and evil. It can further be argued that it 
partially solidifies the fact that she is not a completely redeemed hero whose only instinct 
is to choose the hero’s path or the ‘right thing.’ However, she is not a villain either, as she 
understands the harmful and destructive consequences of giving in to the darkness.  
It could be argued that as Once Upon A Time’s Evil Queen character evolves, she does 
not strictly conform to any of Propp’s character types, as she is neither a definitive villain 
nor a definitive hero, according his definition.  
It may be argued that throughout the course of the five seasons that have been analysed, 
Regina has evolved from the main antagonist, the villain, to a redeemed hero. It can also 
be argued that this development from villain to hero, and the complexity of the character 
inherent within this evolution, is the principal transformation when compared to other 
representations of the character. This transformation is unique in the fact that most other 
portrayals conclude with the defeat of the character, whereas, as the series continues into 
a sixth season, Regina’s story is not complete yet.  
At its most rudimentary comparison, it could be argued that the character, as portrayed in 
the Brothers Grimm Little Snow White (1812 & 1857) and in Walt Disney’s Snow White 
and the Seven Dwarfs (Cottrell, 1937) film, bears some resemblance to the character in 
the narrative of Once Upon A Time (2011). It could also be argued that in these three 
narratives, the character is an evil woman, has the ability to wield magic and seeks 
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revenge against Snow White. However, this is where the comparison ceases, as the 
viewers are provided, in Once Upon A Time’s version, with a character that is a complex 
and contextual insight into the woman and her motivations. It can be argued that the 
complexity of the Evil Queen character in Once Upon A Time is what ensures and affirms 
the transformation of the character in comparison to previous versions.  
By casting the curse and transporting herself and the entire kingdom to the imaginary 
town of Storybrooke, the writers allow for the character of the Evil Queen to begin her 
path of redemption and become a hero. It can be argued that if she had remained in the 
Enchanted Forest, she likely would have continued to be the Evil Queen, as she would 
not have become Henry’s mother and, as such, would not have been prompted towards 
redemption and heroism.  
It may further be argued that the creators and writers of Once Upon A Time (2011) have 
destroyed the stereotypical presentation of the Evil Queen character by providing a 
background to the character, an identity beyond her evil deportment, and a family.  
4.12 Motif of the character 
 
In order to obtain a comprehensive and complete grasp of the Evil Queen character, a 
motif must be established. In addition, it may be argued that the establishment of a 
specific motif will serve as an analytical examination of the character throughout its 
different variations and interpretations in contemporary media and narratives. A motif, as 
defined by Jean-Charles Seigneuret (1988), is an “essential part of a contemporary 
academic discipline known as thematology or thematics” and that “two factors may 
explain the rise of the thematological method: its interpretive potentialities and its 
intrinsic congruency with the history of ideas”. 
To conduct this analysis, the 2012 films Mirror Mirror (Singh, 2012) and Snow White 
and the Huntsman (Sanders, 2012) have been chosen, as they provide a contemporary 
example of the character in film. In order to provide an analysis of the character’s motif 
in contemporary storytelling, the Evil Queen character from the Once Upon A Time 
(Horowitz & Kitsis, 2011) television series has been selected. In addition, the DC Comics 
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series Queens of Fables (2000) and Carolyn Turgeon’s fictional novel The Fairest of 
Them All (year) have been selected, as they provide representations of the character in 
written text.  
With the intention of establishing the motif of the character, several themes have been 
identified by which the character, across the chosen narratives and media, will be 
analysed. The themes selected for analysis are: ire (as it refers to the character’s 
temperament), vanity, the use of magic or magical objects and the emotion of fear, either 
as a method used by the character to control others, or as an emotion experienced by the 
character herself. In addition, her complexion, make-up, and attire will be analysed, so as 
to illustrate and establish how the character is visually represented across the different 
narratives.   
4.12.1 Mirror, Mirror (2012) 
 
The first introduction of Queen Clementianna in the film sees the character sitting on a 
throne and embroiled in a game of chess using actual people (Singh, 2012). During this 
scene the Queen is told that some rumours, which are not specified, have spread 
throughout the kingdom. She does not take kindly to the information and hands down a 
royal decree: “Any busybodies caught rumouring, gossiping, whispering, or even 
thinking shall be put to death” (Singh, 2012). It may be argued that the Queen’s reaction 
is one that stems from the anger of being discussed amongst the subjects of the kingdom 
in a manner of which she disapproves. It may further be argued that her order for anyone 
who defies the decree to be killed is an example of her wrath, which is a distinctive part 
of the character’s traits.  
This trait, anger, is continually identifiable as a thematic element of the character as the 
narrative progresses. For example, as the Queen catches Snow White attending a ball, she 
expresses anger by saying that she wants her killed: “She is a threat to everything. Take 
her to the woods and feed her to the beast,” (Singh, 2012). It may be argued that the 
Queen’s discourse is representative of her anger and rage at Snow White. When the 
Queen later learns that Snow White is still alive, she reacts angrily by saying, “I just want 
her dead” (Singh, 2012). Her anger intensifies to the point were she demands that her 
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mirror turn her aide into a cockroach for not ensuring that Snow White was killed by the 
beast. The mirror warns the Queen that she will pay the price for using magic but she 
persists: “Yes, I know I will pay the price for using magic. I’ve got it! Now punish him!” 
(Singh, 2012). It can be argued that anger is once again prevalent in the Queen’s 
discourse and behaviour as her anger drives her towards seeking a vengeful punishment 
for her aide’s perceived deficiency. 
The motif of vanity is noted at the beginning of the film narrative as the Queen narrates 
the opening sequence. During this part of the narrative, the Queen refers to herself as the 
most beautiful woman in the world (Singh, 2012). As there is no reference to 
characteristics other than beauty, it may be argued that the Queen’s statement about 
beauty alludes to her physical appearance.   
As the Queen readies for the ball she arguably invests an extreme level of effort in 
preparing her outward appearance. Amongst other methods bird faeces are used to create 
a facial mask, her hands are placed in a container of worms and bee stings are used in 
order to plump her lips up (Singh, 2012). At the ball, the Queen is the only attendee to 
wear red, with the exception of Prince Alcott, who wears a black and red coat, while the 
rest of the guests are all dressed in muted shades of whites and crèmes (Singh, 2012). 
Later on, as the Queen visits her mirror, she appears to be offended when the mirror 
informs her that she has wrinkles (Singh, 2012). It may be argued that the Queen’s 
obsessive attention to every detail of her appearance is indicative of a character that is 
especially vain. 
The use of magic or magical objects is frequent throughout the narrative. It may be 
argued that the Queen’s mirror is a magical object, as she steps through a mirror to be 
transported to a sort of altered and secret location (Singh, 2012).  
Furthermore, the mirror, which is a reflection of the Queen, confirms the presence of 
magic. “Everyone has magic within them but very few discover it and learn to spend it 
wisely” (Singh, 2012). 
The Queen leaves her mirror with a magical love potion, which she intends to slip into 
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the Prince’s drink to make him fall in love with her (Singh, 2012). It can be argued that 
the continued mention and use of magic and magical objects, such as the potion, 
establishes the motif of magic as part of the Queen’s character. 
The motif of fear, as it pertains to the character, is evident on several occasions 
throughout this narrative. Firstly, in the opening monologue the Queen speaks about 
Snow White’s beauty:  
Snow White grew older and blossomed. But the kingdom fell into an icy despair 
as the Queen realized if she wanted to remain the most beautiful woman in all the 
land, well, snow would have to do what snow does best. Snow would have to fall 
(Singh, 2012).  
It may be argued that the Queen’s need for Snow White’s demise is borne out of her fear 
that she will be surpassed and no longer be the most beautiful woman in the land. The 
motif of fear is further established as the Queen utilises this specific emotion as an aspect 
of her ruling power because she uses it to keep the villagers in check. Her aide, Brighton, 
is sent to the village to raise taxes and the villagers are told that their tax money is used to 
protect them against the beast (Singh, 2012). Brighton reminds the fearful villagers of 
this fact by asking, “must I remind you of the brutal attacks we have suffered?” (Singh, 
2012). He further employs the Queen’s use of fear by telling the villagers that: 
Yes, evil lurks in the dark woods; more hideous than you can ever imagine. The 
only reason that it hasn’t gorged itself on all of you is because your tax dollars are 
hard at work (Singh, 2012). 
It may further be argued that fear forms a part of the character’s motif as she experiences the 
emotion in her battle against Snow White. As the Queen refers to Snow White as “a threat” 
(Singh, 2012) it can be argued that she is fearful of the possibility that Snow White could defeat 
her.  
Regarding the visual representation of the character in this narrative, and with specific reference 
to the character’s attire, actress Julia Roberts told CineMovie.tv in a 2012 interview that the 
Queen’s attire, as shown in figure 10, played it’s own role in setting a specific atmosphere for 
the character. She stated that the costumes “were original and authentic to what we were trying 
to accomplish. As Tarsem [director] would say in these great huge spaces, we needed to fill 
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them in everyway and physically dominate these spaces” (Cinemovie.tv, 2012). 
 
Figure 10: Queen Clementianna in Mirror Mirror (Singh, 2012). Source: Internet Movie 
Database, http://www.imdb.com/title/tt1667353/mediaviewer/rm1158069504).  
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As shown in the above figure, it may be argued that the Queen’s attire is bombastic and 
exaggerated. Her complexion is quite fair without a significantly noticeable amount of 
cosmetics. It may be argued that the size and garishness of the character's costumes, in 
this narrative, serves to sharpen the character's gaudy disposition. 
 
4.12.2 Snow White and the Huntsman (2012) 
 
This version of the Snow White and Evil Queen narrative differs somewhat when 
compared to the narratives of the Brothers Grimm Little Snow White (1812 and 1857), 
Walt Disney’s Snow White and the Seven Dwarfs (Cottrell, 1937) and Tarsem Singh’s 
Mirror Mirror (2012). Firstly, it differs in the manner in which the Evil Queen character 
is first introduced into the narrative. In the Brothers Grimm version she is either 
introduced as Snow White’s mother (Grimm, 1812) or stepmother (Grimm, 1857) 
without any explanation as to how she became the Queen. Similarly, in Disney’s 1937 
and Singh’s 2012 film, she is already the Queen at the beginning of the narrative. 
However, in the narrative of Snow White and the Huntsman (2012) the character is 
introduced before she becomes the Queen, which is later shown as her own manipulation 
in deceiving the King (Sanders, 2012). It may be argued that this addition to the 
character’s narrative provides a more informed understanding of the character as it 
arguably presents a character with more depth.  
The motif of anger is displayed by the character early on in the narrative when she weds 
the King the day after she is rescued and becomes Queen (Sanders, 2012). As the royal 
couple are about to consummate their union, the new Queen launches into a menacing 
and hate-filled speech, which arguably reveals her rage and deep-seated resentment: 
I was ruined by a King like you once. I replaced his Queen, an old woman. And 
in time I to would have been replaced. Men use women, they ruin us and when 
they are finished with us they toss us to the dogs like scraps (Sanders, 2012).  
 
In this speech she goes on to say that “when a woman stays young and beautiful forever 
the world is hers” (Sanders, 2012). It may be argued that this is indicative of the Queen’s 
vanity as she prioritises it as the most important aspect of her life and values it above all 
else, including human life. 
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As the girl is returned to her cell, now devoid of her youth, the mirror informs the Queen 
that Snow White is both her undoing and salvation (Sanders, 2012). The Queen orders 
her brother to bring Snow White to her, but she attacks him with the use of a rusty nail 
and escapes the castle grounds, which enrages the Queen: 
 
How is it that an innocent young girl makes a fool of my brother? Only with a 
nail? If she’d had a sword she’d have taken my kingdom. [I ask you to] bring me 
the King’s daughter and you let her slip right through your tiny little fingers. 
How? You swore that you would protect me! You swore! Now there’s no one I 
can trust, no one. No loyalty, no loyalty, none! Not even from you! Where is she? 
(Sanders, 2012).  
 
As Finn informs her that Snow White has escaped into the dark forest, the Queen angrily 
slaps her brother saying, “She’s no use to me in the dark forest. I need her heart! You 
failed me Finn” (Sanders, 2012). 
 
The motif of Queen Ravenna’s vanity is established as she turns to her mirror in the scene 
following the King’s murder. An apparition with no face appears, shrouded in a golden 
substance, and remarks that another kingdom has fallen to the Queen’s glory and praises 
her by asking, “Is there no end to your power and beauty?” (Sanders, 2012).   
 
In the 2016 sequel The Huntsman: Winter’s War (Nicolas-Troyan, 2016), which serves as 
a prequel to Snow White and the Huntsman (Sanders, 2012), it is revealed that the mirror 
and the Queen are one entity. Therefore, it can be argued that the above quote denotes an 
extreme level of narcissistic vanity, as it is in fact the Queen praising herself.   
 
The use of magic by the Queen is evident at the start of the narrative, as it is she who 
conjures a phantom army to lure the King into a battle. At the end of this battle he 
seemingly rescues her as she has represented herself as a prisoner.  
 
As the narrative progresses, two would-be thieves, a father and son, are brought before 
the Queen. The son attempts to kill the Queen by stabbing her in the stomach. However, 
she suffers no injury despite the knife being buried to the hilt in her body. This angers the 
Queen and she proceeds by placing her hand over the man’s heart causing him to collapse 
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to the floor dead (Sanders, 2012). It may be argued that the Queen uses magic to kill the 
man, as no other weapon or poison is shown to be used.  
 
Furthermore, the presence of magic and the Queen’s use of it is confirmed in the 
following scene. As she stands in front of her mirror she notices her skin is beginning to 
wither and veins are starting to appear. The Queen’s brother, Finn (Sam Spruell) states 
that “magic comes at a lofty price” (Sanders, 2012). 
 
In another instance where magic is used, the Queen’s brother provides her with a young 
girl from whom she magically absorbs her youthful essence (Sanders, 2012). This 
essence allows the Queen to regain her beauty, while the girl is left an old and decrepit 
woman (Sanders, 2012). 
 
After Queen Ravenna has murdered the King, the castle inhabitants attempt to flee the 
grounds (Sanders, 2012). The Queen does not seem troubled by these events and instead 
has her mirror brought into a room in the castle. She paces around impatiently as the 
guards place it on a wall (Sanders, 2012). As she approaches the golden mirror she asks, 
“Mirror, mirror on the wall who’s the fairest of them all?” (Sanders, 2012). It can be 
argued that her facial expression and the tone of her voice, which contains a tinge of 
uncertainty, indicate a level of insecurity that can be interpreted as fear.  
 
The motif of fear is further ascertained by the revelation that the queen keeps Snow 
White imprisoned in a tower where she is hidden from the outside world. It may be 
argued that this action by the Queen is symptomatic of her fear that Snow White, if she 
were free, would, firstly, be considered the fairest of all and, secondly, be able to defeat 
her.  
 
In the establishment of how the character is visually represented, it may be argued that 
the Queen’s attire is somewhat similar to the character’s attire as portrayed in the 
narrative of Mirror Mirror (2012).   
 
	 119	
Figure 11: Queen Ravenna in Snow White and the Huntsman (2012). (Source: Internet 
Movie Database, http://www.imdb.com/title/tt1735898/mediaviewer/rm3950886656). 
 
The Queen’s dresses in Snow White and the Huntsman (Sanders, 2012) are as extravagant 
and imposing as they are in Mirror Mirror (Singh, 2012). However, Queen Ravenna’s 
attire throughout the film, as evidenced in figure 11, is form fitting and tends to consist of 
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darker colours, whereas the majority of the other characters’ dresses being either black or 
grey.  
 
The queen’s make-up is dark, especially around the eyes, with a predominant use of 
black. It may be argued that the liberal use of the colour black in the portrayal of the 
character of the Queen is a representation of her inner darkness and is in juxtaposition to 
the goodness used to represent by Snow White.  
 
4.12.3 Once Upon A Time 
 
The character of the Evil Queen, as portrayed in the narrative of Once Upon A Time 
(Horowitz and Kitsis, 2011) is given a striking introduction to the audience. As Snow 
White and Prince Charming are wed in the Enchanted Forest, the ornate double-doors to 
the venue open to reveal the Evil Queen who determinedly and assertively strides down 
the aisle (Pilot, 2011).  
As the audience is introduced to the Evil Queen in the First Episode of Season One it is 
notable that she frequently has a smile on her face when addressing Snow White, Prince 
Charming and the guests at their wedding. It may be argued that this version of the Evil 
Queen takes great pleasure in the fact that her wrath will be unleashed on the entire 
kingdom.  
In the First Episode of the television series, after her wedding to Prince Charming, a 
pregnant Snow White tells her husband, with reference to the Evil Queen, that “she 
poisoned an apple because she thought I was prettier than her. You have no idea of what 
she’s capable of” (Pilot, 2011). However, this statement is discredited later in the series 
as the Evil Queen’s true intention in creating the poisoned apple is revealed.   
The Evil Queen’s attire is perfectly assembled which, it may be argued, suggests that she 
affords particular consideration to her appearance. Despite this, there is no reference to a 
distinct vanity by the Evil Queen where it concerns her personal beauty. In fact, as the 
narrative and the character’s discourse proceeds throughout the following seasons, there 
is no indication that Evil Queen places any significant importance on either her own or 
Snow White’s beauty.  
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It may be argued that the television series narrative has a distinct advantage above the 
other narratives mentioned in this paper as its writers and creators have the ability, over a 
longer period of time, to evolve the Evil Queen’s appearance and attire, as the character 
and her discourse evolves. This is evidenced in figure 13, taken from Episode Three of 
Season Two, Lost Girl (2013).  
However, the Evil Queen utilizes her beauty in a distinctive manner. In Episode Seven of 
Season One, entitled The Heart Is a Lonely Hunter (2011), the Evil Queen uses 
seduction, as evidenced in figure 12, in order to convince the Huntsman (Jamie Dornan) 
to kill Snow White. 
Figure 12: The Evil Queen using seduction (The Heart is a Lonely Hunter, 2011).  
As the narrative moves to the real-world town of Storybrooke in Maine it is important to 
note that the character Regina is in fact the Evil Queen from the Enchanted Forest. The 
character motif of fear is established in the First Episode. As Emma returns Henry to his 
home for a second time, she is confronted by Regina who threatens her: 
I hope there’s no misunderstanding here. Don’t mistake all this as an invitation 
back into his life. Miss Swan, you made a decision ten years ago and in the last 
decade while you’ve been…who knows what you’ve been doing. I’ve changed 
every diaper, soothed every fever, endured every tantrum. You may have given 
birth to him but he is my son. No, you don’t get to speak. You don’t get to do 
anything. You gave up that right when you tossed him away. Do you know what 
a closed adoption is? It’s what you asked for. You have no legal right to Henry 
and you’re gonna be held to that. So I suggest you get in your car and you leave 
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this town because if you don’t I will destroy you if it is the last thing I do. 
Goodbye Miss Swan (Pilot, 2011). 
 
It may be argued that Regina’s reaction and discourse, although furious, is based on the 
fear that Emma has the ability to take Henry away from her. The fear that Henry will be 
taken from her by Emma is a theme throughout the first several episodes.  
In Episode Two of Season One, The Thing You Love Most (2011), Emma has decided to 
stay in Storybrooke for a week and the Evil Queen’s curse begins to weaken. She notices 
this by the fact that the clock tower suddenly begins to work. It may be argued that her 
facial expression is one of fear that the curse might be broken.  
The motif of magic in this narrative is evident from the character’s first appearance. As 
she strides down the aisle at Snow White and Prince Charming’s wedding, several guards 
attempt to stop her. However, with a wave of her hand she sends them flying (Pilot, 
2011).  
At the conclusion of this scene she magically transports herself out of the room in a cloud 
of black and grey smoke. This occurrence is colloquially referred to in the series as 
‘poofing’.  
As further evidence of the existence of magic the Evil Queen reveals that she will cast a 
dark curse on the kingdom (The Thing You Love Most, 2011). However, she had traded 
the dark curse to Maleficent (Kristen Bauer) for a sleeping curse and now attempts to get 
the dark curse back into her possession through magical means. Her magical abilities 
include the capability to manipulate objects and the conjuring of fire (The Thing You 
Love Most, 2011). 
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Figure 13: The Queen’s Appearance and Attire (Lost Girl, 2013).  
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As demonstrated in figures 12 and 13, the Evil Queen character’s attire is sleek, fitted and 
commonly in darker tones.    
The first introduction of the character takes place before she casts the dark curse. In this 
scene, as evidenced in figure 14, she is dressed completely in black. In addition, her eye 
make-up consists of heavy black eyeliner and mascara, which, in conjunction with her 
long, raven-black, hair, gives her an ominously dark look.  
Figure 14: The Dark Look of the Evil Queen (Pilot, 2011).  
4.12.4 The Queen of Fables 
 
The Queen of Fables is a comic book character, which appeared in the Justice League 
America series originally created in 1960 by Gardener Fox, Mike Sekowsky, and Murphy 
Anderson (Fox, 1960). The character was created in 2000 by Gail Simone, Mark Waid, 
and Bryan Hitch and is based on the Evil Queen from the Snow White narratives. The 
Queen of Fables is a sequence of three comic books, which include numbers 47, 48 and 
49 in the Justice League America series (Fox, 1960).  
The motif of anger is clearly established in the second comic book of the series, number 
48, as the writer provides clarification for the character. In this clarification there is 
specific reference to anger being one of the traits of the character. 
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This wicked witch, wrathful over centuries of mystical entrapment, used her fury 
to turn an island called Manhattan into a dark, enchanted forest…a snare to entrap 
her hated rival, the princess, fairest in all the land (Waid et al., 2000). 
 
As the character is presented in this format, it may be argued that the motif of vanity is 
still prevalent. She mistakes a television for her magic mirror and asks it: “Tell me true. 
Mirror, mirror, on the wall…who’s the fairest in the land?” (Waid et al., 2000). 
Furthermore, the motif of vanity is evident in the character’s discourse nearly 
immediately after she has returned to a somewhat ‘human’ form. Her first thought is of 
Snow White and her whereabouts. She asks, “Where are you, my darling princess? You 
cannot hide. Perhaps you’re old and gray by now. Perhaps I am finally, at long last, the 
loveliest in the realm” (Waid and Simone, 2000). It may be argued that the Queen of 
Fables’ reference to Snow White’s external appearance, as well the suggestion that she 
may be the prettiest in the current realm because of Snow White’s supposed old age, 
suggest a character which places pronounced significance on her own external beauty.  
Also in the second comic book of the series, number 48, the motif of magic is distinct, as 
it is directly mentioned in the opening sequence: “Once upon a time, a great and powerful 
sorceress sprang magically to life from the pages of an ancient book,” (Waid et al., 2000). 
The motif of magic is further directly attributed to the character, as she has used magic in 
order to control a kingdom:  
Once, long ago, the Queen’s magic held sway over a vast kingdom. Corrupt with 
power, she used her dragons and ogres and faerie to menace villagers far and 
wide until a conclave of sorcerers pooled their enchantments, rifting the very air 
and banishing her to a distant domain (Waid et al., 2000). 
As previously established in this section, the various depictions of this character all 
include an element of fear. Therefore, it may be argued that fear forms part of the motif 
of the character. It can be argued that The Queen of Fables character experiences fear 
when she is forced to face her fear of aging by Wonder Woman, who is the character that 
the Queen mistakes for Snow White. In the third comic book of the series, number 49, 
Wonder Woman compels the Queen to face reality:  
This isn’t your fairy-tale world! This isn’t your world at all! Stop seeing it for 
what you wish it were and see it for what it is! We know the truth about you, 
Queen. You don’t envy what I have. You envy what I am. You want to be real 
again. Well…this is reality (Waid et al., 2001). 
	 126	
It may be argued that aging is the Queen’s biggest fear as it is leads to her defeat in this 
narrative: “As a fable, you’re immortal…forever beautiful. You truly can be the fairest of 
them all. Out here…You age” (Waid et al., 2001).  
It may be argued that the way the character is visually presented in Snow White and the 
Huntsman (Sanders, 2002) and Once Upon A Time (Horowitz and Kitsis, 2011), creates a 
motif as to the character’s attire and use of cosmetics. Yanick Paquette, Ray Snyder, and 
Tom McCraw are the illustrators of the character in the Queen of Fables comic book 
series (Bedard, 2000).   
 
 
                                     
 
 
 
 
 
 
 
 
 
 
 
Figure 15: The Queen of Fables #48 (Waid, et al 2001).  
In this narrative, the Queen’s attire, as evidenced in figure 15 above, consists of form-
fitting pants, which appear to be made of leather, and a bodice that encases her trim 
figure. In addition, she is outfitted with a billowing coat with a collar that could be 
described as melodramatic in its size.    
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It may be argued that the character’s use of cosmetics is not as pronounced as the 
characters’ in the aforementioned narratives. However, as shown in figure 16 it is clear 
that the character’s make-up tends towards darker shades of colour, such as the dark red 
lips, the swathes of dark purple around her eyes and heavy black eye-liner. 
 
 
Figure 16: The Queen on Fables’ Make-Up, #49 (Waid, et al, 2001).  
 
4.12.5 The Fairest of Them All 
 
The reimagined 2013 fictional novel The Fairest of Them All, by Carolyn Turgeon, is set 
in the Enchanted Forest and suggests a transformed contextual background that proposes 
Rapunzel as Snow White’s evil stepmother. 
The opening chapter of the novel is a brief introduction to the character of Rapunzel, 
which is immediately followed by her meeting of Prince Josef who is Snow White’s 
father (Turgeon, 2013). She becomes pregnant with Prince Josef’s child but he goes on to 
marry another and becomes King. As the narrative progresses, the Prince’s new wife 
becomes pregnant and Rapunzel’s son dies at birth (Turgeon, 2013). After some time 
passes, Mathena, later revealed to be Rapunzel’s mother, arranges for the Queen to be 
poisoned. The King, now a widower, comes to find Rapunzel and asks for her hand in 
marriage (Turgeon, 2013).  
In this version of the Snow White narrative, the focus predominantly surrounds the 
character of the Queen, Rapunzel in this instance, and how she became Snow White’s 
stepmother. In addition, the conclusion of the narrative is significantly different to those 
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previously mentioned in this paper. Nevertheless, the motif of anger remains identifiable 
in the character.  
The motif of anger is discernible in this narrative when Snow White comes of age. As the 
Queen learns from her mirror that Snow White has become ‘the fairest of them all’ her 
anger and hatred begin to manifest: 
I hated her. In that moment I hated her so purely and fully that I felt it through my 
whole body, as powerfully as the desire I’d felt once that had brought the prince 
to the forest, when I was locked in the tower. It was hatred made of light, of 
diamonds, shaped like an arrow moving from my heart to hers. Her heart in 
flames. I could almost taste it (Turgeon, 2013). 
Similarly, the author takes some time to reveal the character’s vanity, but it eventually 
comes to the fore as she weds the King and becomes Queen:  “I had dresses made by the 
palace seamstresses, and began bedecking myself in the most overstated ridiculous manner. 
Beauty at court, was paramount, with Josef as King” (Turgeon, 2013). 
It may be argued that the fact that the Queen dresses herself in a “ridiculous manner” in 
order to portray an image of beauty reveals the significance she places on her outward 
appearance. As the narrative progresses, the Queen’s vanity becomes more apparent, 
especially as she describes how much importance she attributes to being told that she is 
the fairest by her mirror.    
And no one was more beautiful than I. Every day I asked my mirror the same 
question-who’s the fairest of them all?-and every day I took comfort in the 
answer, as if my luck and happiness, my whole future, were bound up in it 
(Turgeon, 2013). 
 
It may be argued that the motif of vanity is further established by the revelation that the 
Queen appears to be nearly obsessive about her appearance and weight: “I rarely ate, so 
that my waist would be more narrow. I used every spell I knew to make my skin 
smoother and my hair more lustrous, my eyes brighter” (Turgeon, 2013). 
The motif of magic is not as prevalent as in the other narratives discussed, however, it 
does form a part of the character. In the opening chapter of the novel Rapunzel 
encounters the Prince for the first time and believes that the meeting came about through 
magical means, “[b]ecause I had called him to me, using my own magic” (Turgeon, 
2013). 
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As Rapunzel, this version of the Queen character has long and flowing blonde hair, which 
appears to imbue her with a magical ability that prompts visions. As she meets the Prince 
for the first time, one of these visions is conjured when he climbs up the tower by using 
her hair:  
Images flashed through my mind: a bed covered in furs, a heavy manuscript 
scattered across a desk, bright colors [sic] blotted across stone. They were all 
images from his life, I realized with surprise, flowing from him to me (Turgeon, 
2013). 
In this version of the narrative, the character of the Queen treasures and attempts to 
protect her beauty. However, unlike the other narratives mentioned, the Queen does not 
exhibit an overwhelming amount of fear with regard to the loss of her beauty. Instead, the 
character’s fear arguably stems from the anxiety of the revelation that she played a role in 
the poisoning of the King’s first wife.   
And then, as I approached, I saw her for the first time, the same woman from the 
portrait…but she was a child, swathed in lavender silk. Standing near Josef at the 
altar, her hands filled with flowers. My heart stopped for a moment, and I 
faltered. It was as if I’d seen a ghost, haunting me. The queen come back to 
punish me for what I’d done (Turgeon, 2013). 
As the character of the Queen is presented in text form in this narrative, the cues as to her 
visual representation are somewhat diminished. However, some indications are provided 
as to the Queen’s attire: “Breathless, I slipped on the gown. It clung to my body 
perfectly” (Turgeon, 2013). It could be argued that this description allows for the 
inference that the Queen’s attire, similar to previous narratives, is fitted to her body. In 
addition, the description that her dress “seemed to hang from my body like water sliding 
over rock” (Turgeon, 2013) supplements this interpretation.   
At the conclusion of Turgeon’s narrative, the Queen ultimately saves Snow White’s life 
(Turgeon, 2013) which echoes a theme of the character as portrayed in the Once Upon A 
Time (2011) television series. In Episode Eighteen of Season One, The Stable Boy, 
Regina saves Snow White from her startled horse, thereby saving her life. In addition, in 
a later scene containing the two characters Regina teaches Snow White what true love is: 
“Love doesn’t work that way. Love, true love is magic. And not just any magic, the most 
powerful magic of all. It creates happiness” (The Stable Boy, 2011).  
It may be argued from the analysis of the different presentations of the Evil Queen 
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character that it is evident that she exhibits several thematic and fundamental elements 
that are present in all of the media and narratives selected for this paper.   
 
4.13 Fan/viewer Perception of Once Upon A Time’s Evil Queen/Regina 
Throughout its time on air, Once Upon A Time (2011) has garnered a considerable 
following and fan base, which has prompted the creation of several online fora and forum 
threads dedicated to the series and all topics related to it. While the popularity of online 
fora is not a new phenomenon in the 21st Century, it provides an insight into the 
fan/viewers’ perception, and the change of this perception, with regard to the character of 
the Evil Queen.  
In order to obtain as clear an understanding as possible about the change of perception for 
this character, several online sources have been selected for analysis. Specifically the 
Once Upon A Time Fan Blog, the Once Upon A Time comments thread on the Fan 
Forum website, as well as comments from the Spoiler TV Plus page on spoilertv.com 
have been selected for analysis. The motivation for the selection of these specific sources 
stemmed from the fact that they adequately represent the fans/viewers’ perception across 
a varied spectrum, which range from dislike, to neutrality, to acceptance of the character, 
and in so doing present the change in perception.  
To ensure the effective analysis of fan/viewer perceptions, with regard to the Evil Queen 
character, six descriptive themes have been distinguished in order to establish this 
prospective change. These themes, as previously defined in this paper, are: dislike, 
sympathy, understanding, advocacy/support, ‘taking sides’ and acceptance. In addition to 
a phenomenological approach, in order to provide a defined and organised structure, a 
descriptive coding method will also be used.  
In conjunction with the introduction of the Evil Queen in Season One, the perception 
expressed by several fans included a dislike of the character. With specific reference to 
the Second Episode of Season One it may be argued that the users’ comments on the Fan 
Forum website denoted a distinctly negative perception of the character, which included 
the element of dislike. Renka21 wrote, that “they are trying to get sympathy for regina.. 
not having any of it. she does not love henry. i am curious to find out how she came 
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about to adopt henry.. did she she wake up and decided I want a baby.. i think that was 
the "magic" in the town egging her to do it [sic]” (Renka21, 2011). It may be argued that 
the theme of dislike is identifiable in this comment as the user clearly states an objection 
to sympathising with the character. Further, another user clearly voices their dislike for 
the character by writing, “Team Anyone-But-Regina! [sic]” (Obthatvariable, 2011). 
It can be argued that several other fans/viewers continued to note their dislike of the 
character by deeming her as selfish and villainess. Vega notes that, “[b]oth women were 
adviced [sic] by their parents to do the right thing but only Emma did it while the Evil Queen let 
her selfishness get the best of her. That's why one is our hero and the other is our villain” (Vega, 
2011). Similarly, SaraSidleStokes’ (2011) comment of the fact that (s)he is “[n]ot a huge 
Fan of Regina/Evil Queen” arguably represents a dislike for the character. A fan/viewer 
under the pseudonym OldHollywoodStarlet echoes the theme of dislike in the character 
by writing that “[a]t this point I don't feel sorry for her and to be honest I don't really 
want too [sic]” (OldHollywoodStarlet, 2011). 
However, it may be argued that as the narrative and discourse of the character begins to 
develop and unfold throughout the first season, the fans/viewers are provided with more 
insight that leads to a change of perception. In Episode Eighteen of the first season, titled 
The Stable Boy, a part of the Evil Queen’s backstory is revealed which, arguably, begins 
the perceptual transformation of the character in the mind of the fan/viewer.  
In the comments thread for this episode, fans/viewers begin to express sympathy for the 
character. Koda writes:  
But we're talking about a young woman who grew up being a victim of physical 
and emotional abuse and who had to watch her own mother kill her true love right 
in front of her, reminding Regina of her power and the hopelessness of her 
situation in the most painful way. The very same mother who then also made it 
very clear that she was going to stop at nothing to make sure Regina married a 
man who could easily be her father and whom she'd met all but once. That's 
trauma on multiple levels and I don't blame Regina for reacting emotionally 
instead of rationally to what had happened to her at this point (Koda, 2012). 
 
It may be argued that this comment illustrates the change in perception from dislike of 
the character towards a feeling and perception of compassion and sympathy. Several 
others fan/viewers reverberated the theme of sympathy towards the character in their 
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comments. On the Once Upon A Time Fan Blog a user identified as Chase wrote:  
 
When Regina kept kissing him several times to see if “true love’s” kiss would 
work to bring him back and it obviously didn’t work, broke my heart (although 
this particular scene could have been so much more). No matter who she blames, 
could you imagine knowing that your true love is gone forever and there is 
nothing you could do, while everyone around you has there [sic] true love and 
happy endings. It’s beyond depressing. It makes me love her character even more 
(Chase, 2012). 
 
In reference to the Stable Boy episode a fan/viewer comment exhibits both the themes of 
sympathy and ‘taking sides’ against other characters in the narrative by stating: “This 
episode clears everything up! It makes me want to actually be sympathetic towards 
Regina and hate Snow for being such a naive girl” (Sho, 2012). 
Another user directly attributed the theme of sympathy towards the character in reference 
to the revelation of how the feud between Once Upon A Time’s Snow White and the Evil 
Queen began. October expressed that “[w]e understand Regina now and can feel for her” 
(October, 2012).  
 
On the stvplus.com (Spoiler TV) comment thread, which polled the fans/viewers’ 
response to the Stable Boy episode, the theme of sympathy towards the character extends 
further. Sara made a case in defence of the character by placing the blame for the 
character’s behaviour on her mother and not the character herself:  
 
Great episode [The Stable Boy]. Poor Regina. Her mother basically manipulated 
her into everything. Fairytale world continues to be a really creepy place. How 
many women are being forced to marry people they don't want to? (Sara, 2012). 
 
It may be argued that as soon as Regina’s mother is revealed as integral part of her life, 
the perception and theme begin to change from sympathy to acceptance in some 
fans/viewers’ comments. Lissie_Bee writes:   
 
Dayum.. well [sic] I guess we know where Regina learned how to be a cold-
hearted witch.  There are some serious issues in that family, and they all go by the 
name of "Cora".  I liked seeing a softer side of Regina, though.  It still doesn't 
make me feel for her, but I understand how everything molded her into who she 
	 133	
is now (Lissie_Bee, 2012). 
 
It could be argued that this comment illustrates a gradual change in perception as the user 
still has some reservations about the character, however, there is a willingness to 
understand and accept the behaviour of the character which is, arguably, directly 
attributable to the revelation of the character’s background.   
 
The theme of advocacy is identifiable in a fan’s/viewer’s comment who, under the 
pseudonym of Borednow, defends the character’s actions and justifies her behaviour.  
 
“REGINA, YOU POOR AWESOME YOU… :[ I guess that explains why you 
hate everyone’s happy endings. You did not really get your own…- I do not 
blame Regina fro holding that grudge. Its not about logic or reason. In Regina’s 
eyes Snow White was the catalyst of the end of her love. And she technically 
was. For Regina, those reasons WHY do not matter. Its the result that is there and 
she has lost what she loved the most [sic] (Borednow, 2012). 
 
It may be argued that the developing discourse and narrative of the character, as depicted 
in Once Upon A Time, played a role in the evolution of fans/viewers’ perception of the 
character. 
 
It may further be argued that the motivation for the change in perception stems from the 
portrayal and presentation of the character in the narrative structure in Once Upon A Time 
(2011). Arguably, the most important element that aids in the perceptual change towards 
the character, is the ability of the television viewers and fans to relate to the character on 
a personal level.  
As it pertains to the analysis of the character, as she is portrayed and presented in the 
narrative of Once Upon A Time (2011), it was the intention to analyse her transformation. 
However, throughout the duration of this paper, it became evident that the catalyst for the 
transformation of the character of Regina/the Evil Queen from a villain to a redeemed 
hero is her love for her son, Henry.   
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Chapter 5: Conclusion of Research  
 
5.1 Introduction 
 
This chapter will provide a summary of the research conducted, as well as the limitations 
encountered throughout the process. Furthermore, this chapter will conclude in a manner 
that assists in the answering of the research question posed at the beginning of this paper. 
Finally, further areas of research will be suggested in this chapter.  
5.2 Summary of research  
 
At the outset of this paper, the objective was to analyse and establish how the original 
characterisation of Snow White’s Evil Queen character has been transformed from 
traditional folklore through to contemporary television storytelling. In order to outline 
this transformation, it was necessary to analyse the character as it was originally 
portrayed in the Brothers Grimm folklore 1812 and 1857 versions of Little Snow White, 
as well as Walt Disney’s 1937 film Snow White and the Seven Dwarfs in relation to 
Steven Swan-Jones’ new comparative method.  Preceding this, an in-depth literature 
review was conducted to establish the origin and recording of folklore.  
In addition, in order to establish the transformation of the character in contemporary 
television storytelling, an analysis was conducted in relation to Vladimir Propp’s 
character theory and functions, through a comprehensive content analysis of selected 
episodes of the first five seasons of the television series Once Upon A Time (2011). 
Each selected episode, with specific focus on the narrative of the Evil Queen character, 
was viewed with the aim of identifying how Propp’s seven character theories could be 
applied, as well as which of Propp’s 31 functions of the dramatis personae could be 
identified in the discourse and the narrative structure.  
In order to analyse the development and motif of the character, a contextual examination 
of several different contemporary media and narratives was undertaken by utilising an in-
depth qualitative phenomenological approach, which included the use of a descriptive 
coding system with five identified themes. In addition, a phenomenological approach, 
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inclusive of a descriptive coding system, was further utilised in pursuance of establishing 
the fans/viewers’ perception of the character, as presented in Once Upon A Time (2011).  
5.3 Limitations of the study 
 
Throughout the duration of this paper no significant limitations were encountered. 
However, the paper could have been improved if the following points were taken into 
consideration: 
§ Steven Swann Jones’ new comparative method was formulated specifically for 
the Snow White fairy tale and, as such, presents a difficulty in applying this 
theory to a more contemporary narrative. 
 
§ Propp’s character theory and functions are essentially intended for application to a 
narrative that has a clear beginning, middle, and end. The television series, as well 
as the specific character, selected for analysis in this paper is yet to conclude its 
narrative. Therefore, as the story of the Evil Queen continues to be told, the 
analysis remains open-ended.  
5.4 Conclusion of the study 
 
Despite the fact that Propp’s theory was first created in the late 1920s, it remains 
applicable to contemporary television storytelling. Although the application of the theory 
was to a singular character, most of the character types and functions were clearly 
identifiable throughout the narrative.  
While Propp has a separate character type for the hero and for the villain, the narrative 
structure of Once Upon A Time and its version of the Evil Queen is proof that the hero 
and villain type can be combined and applied to one character.   
As the research, analysis and application of Propp’s character theory progressed, it 
became evident that the character of the Evil Queen, as presented and portrayed in Once 
Upon A Time (2011), does not follow the sequence of Propp’s 31 functions, but rather 
that these functions are interchangeable with the evolution of the character and her 
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narrative throughout the series. As the series is currently in its sixth season, the narrative 
remains unfinished and, as such, it remains to be seen whether the entirety of Propp’s 
character theory and functions can be applied to this narrative.  
 
Ultimately, if the fairy tale element, the magic, the costumes and the computer generated 
graphics were to be removed from the narrative of this series what would arguably 
remain is a character who has made significant mistakes in her life but, who shows that it 
is never too late to change by choosing to do what it is right. At its core, it may be argued 
that the principal theme of the character represents the possibility of hope, regardless of 
how dire the situation may appear. As the creators of this television narrative, Adam 
Horowitz and Edward Kitsis have echoed this exact sentiment by confirming that “at the 
end of the day, our show at its core is about hope” (Abrams, 2014).  
It can be argued that in the 1937 film Snow White and the Seven Dwarfs, Disney created 
an unrealistic, misogynistic, and one-dimensional Evil Queen character that is not 
relatable to fans/viewers. It can therefore be argued that the writers and creators of Once 
Upon A Time have transformed the character, through its complexity, into one that is 
relatable.  
 
5.5 Recommendations for further study 
 
Additional analysis and study of contemporary portrayals of the villain character type in 
film and television narratives could serve to bolster the conclusion of this paper.  
 
In addition, an analysis of the hero character type, according to Propp’s definition, as 
portrayed in contemporary media, would be an interesting field of study. It would be 
fascinating to determine whether Propp’s character types and functions are as clearly 
applicable to the contemporary hero character as they are to the contemporary villain.   
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